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EDITORIAL 


TYPEFACES— 
YESTERDAY, 
TODAY, 
TOMORROW 


eneath the surface of the visible 

changes in typeface designs and 

typesetting technology a profound 
user-oriented transformation has been 
taking place. 

The best printed communications in 
all media, for many centuries, have been 
designed by people knowledgeable 
about printing processes, letterforms and 
typesetting. Taste, craft skill, judgment, 
and a design sense combined with sen- 
sitivity and affection for typographic 
nuance to make the best pieces a won- 
derful blend of beauty and communica- 
tion effectiveness. 

Just as the painter can choose colors 

from a palette affording thousands of 
colors/tints/shades so can a typographic 
designer select from a library offering 
thousands of type styles. 

Many designers drew widely across 
the spectrum of available type styles to 
choose the most appropriate typefaces 
for this book or that advertisement or 
promotional piece. Others studied the 
large typeface pool and chose to work 
with just a few. 

But now we are entering an era when 
typeface decisions— which faces to use 
and how to use them—will be made, for 
some years, by people less knowledge- 
able about, and less sensitive to, the 
beauty and the power of typefaces. Dur- 
ing the transition period, while they 
learn to enjoy type and use it effectively, 
they could be further handicapped by 
not having available to them the full 
typographic palette, nor even a wisely 
chosen basic-spectrum typeface library. 

As non-impact printers and com- 
puters incorporate typesetting abilities 
into their hardware, and typefaces into 
their software, they hazard bringing to 
the user machines with skewed abilities. 
After all, it is the output of the machine 
that one must live with, and if the out- 
put—the available typefaces—are too few 
or not well chosen, the value of the 
machine, regardless of its technological 
attributes, may be seriously limited. 

It behooves typesetters, printers, and 
computer manufacturers, today and 
tomorrow, as it has typesetter manufac- 
turers over these many decades, to offer 
their market an adequate and well bal- 
anced selection of typefaces. This would 
be in everyone's interest. 

But mere availability is not enough. 
Good food brings no nourishment until it 
is wisely eaten. And so it is with type- 

faces. The industry owes its customers 
not only a large library, but also a typo- 
Sraphic education, so that the library may 
be used to nourish communications that 
are both effective and beautiful. E.G. 
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“The man with 
anew ideaisa 
crank until the 
idea succeeds’ 


ILLUSTRATION COURTESY NEW YORK PUBLIC LIBRARY HEADLINE/SUBHEAD: ITC LEAWOOD MEDIUM TEXT: BOOK 


Alice a Wonderhand in Wonderland Anyone who has never visited the Pierpont Morgan Library in New York City has some- 
J 


thing to look forward to in life. Everyone who knows the place might very well wish to keep 
its existence a secret, as this mansion on the corner of 36th Street and Madison Avenue is a 
very special place—one of the very few remaining uncrowded, uncommercialized treasures of 
New York City 

Once you step inside the bronze gates of this marble Renaissance wonderland, you are 
transported to another time and another place. Pierpont Morgan commissioned the building 
to house his priceless collection of early and rare books, musical instruments, Master draw- 
ings and ancient written records. In addition to the books and manuscripts, the great rooms 
are filled with Ancient, Medieval and Renaissance sculpture, works in enamel and gold from 
the Middle Ages, treasured pieces of majolica, porcelain and (faience, oriental rugs, elegantly 
carved and polished paneling and fresh flowers. 
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Allin one, the Morgan is a museum, dedicated to the art of the book and works on paper, 
a research library for serious scholars, and a gracious private mansion. It takes an astute and 
knowing hand to design posters and display material that do their proper job, are consistent 
with the themes of the exhibitions and express the character of the place. Display material 
must inform without intruding. Posters must entice without being pushy. 

Enter Alice Koeth who, after years of providing the proper pronunciation of her surname, 
simply dropped it, and prefers to be known as just plain Alice. Since 1967, this graphic 
designer, letter stylist and calligrapher has been the official scribe of the Morgan Library— 
the designer of posters and display lettering for all the library exhibitions. 

You might imagine that it takes a certain amount of daring to take on lettering jobs for 
an institution that is a repository for sumptuous, historic illuminated manuscripts. But Alice 


5 


about her work. It is not just her agile pen and brush that make these posters so bequiling; it 
is the complete command of design, with letterforms choreographed to flow and fill the space 
like dancers on a stage. 

Her work, like Alice herself, is a wonderful mix of sense and sensibility, to borrow a phrase. 
Alice, who has been in the lettering and calligraphy world for a long time, smiles benignly at 
the sudden fashionable uproar about calligraphy, and the pyrotechnics employed by some 
practitioners. Her materials are the traditional pens and brushes, reeds and quills, inks and 


fine paper. Yes, she likes to work on vellum, but only when the purpose is appropriate for the 


expense involved. Her object is to do a beautiful job...and in the case of the Morgan Library, 
a legible one. As Alice explained, her posters for the Library are installed in an outdoor 
display case, and they must be read by passing pedestrians as well as by passengers rolling 


is undaunted, and from the sample posters we see here, she has every right to be sanguine by on a moving Madison Avenue bus. 
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For all their eloquence and beauty, she does not spend an inordinate amount of time on 
these posters. From layout design to finished piece takes her no more than a day And 
although she has had her hand in more calligraphy and lettering design jobs than she can 
count, these posters for the Pierpont Morgan Library are especially rewarding, because 
they are one-of-a-kind... and also because of the special empathy she feels for the museum 
and its purpose. 

Alice is a total New York talent. A graduate of Washington Irving High School, she went 
on to study letter design, calligraphy and art history at the Brooklyn Museum Art School 
with Arnold Bank. 

She has applied her lettering skills to cutting marquetry for wooden cabinets, inscriptions 

for stone-cutting, and drawings for decorative walls and plaques for churches, temples, librar- 


ies and museums. Alice provided the drawing for the Douglas MacArthur Memorial at West to call Alice a most dazzling “word processor.’ 
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Point and incised the patrons’ plaque for The Museum of Modern Art, started in 1953. 

She has also been active in the publishing world. Her lettering has appeared on book jacket 
designs and she contributed the research and drawings of the alphabet headings for the 
American Heritage Dictionary of the English Language, published by Houghton Mifflin. 

Aside from her pen-in-hand activities, she was the moving force behind the establishment 
of the “Lotus Eaters,” a coterie of New York City calligraphers. She is a frequent contributor 
to exhibitions, including ITC's own “International Calligraphy Today’ And she has unself- 
ishly shared her expertise with others as a member of the faculty of “The Calligraphy Con- 
nection” This international assembly of lettering and calligraphy artists conducted a lecture 
and workshop program, in June 1983, at St. Johns University, near Minneapolis, Minnesota. 


If the words were not already appropriated by the microchip people, we would be tempted 
Marion Muller 
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ALPHABET It’s obvious from this alphabet sure in teasing his audience, as got the clue that A was for alliga- 
submitted by illustrator Bob well; for, must admit, I did not get 


tor, B for bricks and C for computer, 
PUZ ALE Byrd, that his clients get their the hang of this alphabet right off. it was clear sailing. True, L slowed 
money’s worth. There is nothing It was simple enough to recognize me down for a while and, to be 
economical about his style. His the letterforms, A...B...C...and so perfectly honest, [had to call his 
drawings are exuberant inimagi- on. But it was only after some con- home foranin ferpretation of X and 
nation and detail, and it’s clearhe sideration that Imade theassocia-  Y. Well,seehow man y you can deci- 
takes pleasure in every stroke of tion between the letterforms and pher without checking the answers, 


his pen. I suspect he takes plea- the words they represented.OnceI Bob Byrd has been a freelance 
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illustrator since 1967. His work has New York Art Directors Club, the Key to Alphabet 


appeared in magazines—Fortune, Philadelphia Art Alliance, Philadel- 


Alligator G Gargoyle Nuteracker U Unicorn 
Esquire and Graphis, among others phia College of Art, Moore College Bricks H Honey Owl V Vampire 
—as well as in children’s books of Art (where he currently teaches Computer I Ionic column P Parrots W Wheat 
published by Windmill/Dutton, Senior Mustration) and the Rosen- hancer y Geadee Q Quill X X-ray 
Houghton Mifflin, Macmillan and feld Gallery in Philadelphia. Im Edison K King R Robot Y Yankee Doodle 


World Book/Child Craft, as well as New York he is represented by 


in ads and posters. He has exhibited Richard Mendelsohn of American 


Frog L Leonardo S Sousaphone Z Zeus 


M Mermaid T Tower 
with the Society of Mustrators,the — Artists, Inc. Marion Muller 
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© 1983 BOB BYRD HEADLINE/ TEXT: ITC MODERN NO. 216 HEAVY ITALIC 


‘Osborn on Conflict 


Man Bites Man by Steven Heller 


MEN WHO SHOULD KNOW BETTER SPEAK CASUALLY OF THEIR VARIOUS BOMBS. THEY IGNORE WHAT EVEN ONE BOMB 
CAN PRESENTLY DO TO ALL LIFE... LET ALONE THEIR EVER INCREASING 29,000 BOMBS. 


By the end of World War II, Robert Osborn had 
made over 40,000 drawings for United States 
Navy aviator training manuals. Within eight 
months after the bombing of Hiroshima he pub- 
lished War Is No Damn Good!, the first antiwar 
book of the nuclear age. Now, almost thirty- 
seven years after that first impassioned state- 
ment, Osborn on Conflict, his acerbic visual cri- 
tique of mankind's ultimate folly, is complete. 
It is not difficult to rationalize the apparent 
incongruity of the first and last efforts men- 
tioned above. While Osborn is a vociferous critic 
of all warfare he is, moreover, a committed dem- 
ocrat. His progressive principles are rooted deep 
in the soil of his Oshkosh, Wisconsin upbring- 
ing, and in 1938 their limits were tested. While 
tutoring two young Austrian girls inasmall 
town near the German border, he witnessed an 
unforgettable event: “My students took me toa 
Hitler rally,” he recalls. “I had never seen sucha 


sight before. The large stadium was draped with 
huge swastika banners; the crowd was packed 
like sardines; and as the frightful sound of 
countless bugles was heard announcing the 
arrival of the German Fuhrer, the audience flew 
into an orgiastic frenzy. As Hitler spoke of his 
plans for a united aryan race, his voice modu- 
lated from conversational tones toa high- 
pitched screech, and I noticed that my two 
charges were weeping tears of pride. I was sick- 
ened. I was convinced that before us was. de- 
mon; and, I was determined to go to war if that 
was the only way to rid the world of this evil. 
Hitler, who would destroy all but his own idea of 
culture, was as bad as any atomic bomb.” 

The Spanish Civil War further concretized 
Osborn's belief that Fascism would destroy art 
and culture. “Like many others in the United 
States, I was glad when Spain elected a republi- 
can government to replace its longstanding 


monarchy. And I was outraged when the ousted 
oligarchy—the military, monarchy and church 
—with the aid of Germany and Italy, waged war 
against its own, to regain power. I volunteered 
to fight, but was told I would be more useful to 
the republican cause helping the war effort at 
home.” A few years later, when America entered 
World War II, Osborn enlisted in the Navy, deter- 
mined to become an aviator. Instead he was 
assigned to an information unit headed by 
Samed photographer Edward Steichen. There 
Osborn mastered the art of speed drawing for 
training manuals; forced by necessity to render 
scores of pictures in a single sitting; showing all 
the forms of potential aircraft disasters. “I 
would spend hours with pilots and mechanics 
making shorthand drawings of. every error, 
problem, complaint, and other bits of useful 
information they would impart about combat 
JSlying.” He created Dilbert, a comic character 
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EACH DAY THEY ADD 3 NEW WAR HEADS TO THEIR ARSENALS. 
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DISCUSSIONS PROCEED, BUT PROVE FRUITLESS. 


THE PENTAGON—THE KREMLIN FEEL CONFIDENT. 


whose flubs and near fatal pratfalls were object 
lessons. But, the comicalities were deadly seri- 
ous. “I was a teacher and my curriculum was 
designed to keep the men alive. If the ideas 
therein were absorbed and remembered, every 
little drawing could give them an edge on the all 
too commonplace wartime catastrophes.” 

Curiously, Osborn’s Navy drawings are not too 
dissimilar from his later and more recent work. 
It was under wartime conditions that he not 
only developed confidence in his medium, but 
also evolved a now emblematic calligraphy and 
a swift, expressionistic line. Most importantly, 
though, he acquired the rare ability to teach 
through art. In this light the only difference 
between the wartime manuals and the postwar 
War Is No Damn Good! are the circumstances 
in which they were made—both are decidedly 
lessons in survival. 

War Is No Damn Good!, published by Double- 


day, Inc., was Osborn’s first really critical work 
—however, by the time it was conceived he was 
decidedly one of the war’s seasoned veterans. In 
the manner of renowned artist/commentators 
of the past, such as Callot, Goya, Daumier, Grosz 
and Masereel, who witnessed the unspeakable 
battlefield horrors of their respective ages, 
Osborm, too, eloquently and stridently cautioned 
against further conflagrations. Though Osborn 
fought in the last “‘good” war, he saw the birth of 
anew, terrifying specter unleashed in the Hiro- 
shima and Nagasaki atomic blasts. It was, there- 
fore, fitting that for the final picture in his book 
Osborn enlisted the human skull, an age-old 
symbol of destruction, and emblazoned it on the 
mushroom cloud, the new icon of doom. His sim- 
ple drawing was the first critical image of the 
nuclear age. Many more were to follow. 
After World War II, Osborn’s career asa 

cartoonist, illustrator and author grew con- 


THEY HAVE THE EQUIVALENT OF 10 TONS OF T.N.T. FOR EACH PERSON ON EARTH. 


siderably. He was, decidedly, one of the most 
influential and prolific graphic satirists of the 
Fifties and Sixties, with creative progeny such 
as Tomi Ungerer and Ralph Steadman borrow- 
ing extensively from his gut-felt approach. 
Osborn had sinecures in significant American 
magazines; covers and spreads in many others; 
and produced numerous satirical books on vari- 
ous aspects of the comedie humain—from greed 
to sloth, from phobias to vanity. (For more on 
his career, read Osborn on Osborn, published in 
1982 by Ticknor and Fields.)But, war recurred 
in Osborn’s art as much as it did in life. During 
the Vietnam period he was vengefully prolific. 
Even after the peace was signed Osborn could 
find none for himself. Now in his late seventies, 
not a single ounce of Osborn’s youthful indigna- 
tion is gone. And when Ronald Reagan entered 
the presidential race, and then the arms race, 
leaving the human race fearful for its future, 


AND SOIT BEGINS. 


NEUTRON BOMBS WILL GIVE WAY TO HYDROGEN BOMBS. AND YOU WILL NOT ESCAPE. 


Osborn began to draw resonant images of pro- 
test in unprecedented numbers. Many of these 
pictures were resurrections from the past— 
better crafted and more finely tuned revisions of 
work done years before. But, as he drew, the old 
icons became interwoven with new expressions 
of anger—new symbols emerged, and a continui- 
ty took form. Osborn almost automatically 

saw in his drawings of primeval beasts the be- 
ginning of human conflict; in those of Roman 
gladiators he saw the roots of modern-day mil- 
itary regalia; in a skeleton dressed as a bull- 
fighter he described all violent sports and, by 
extension, the psychosis of war. His picture-mak- 
ing was compulsive; each morning, every after- 
noon for months and months he added more to 
the growing pile. They defied categorization; 
some were cartoons and caricatures, others 
were paintings; all embodied that unmistakable 
emotional vigor. They were large-scale—almost 
two by three feet—indictments of humanity's 
inhumanity. Osborn on Conflict, a traveling ex- 


AND THERE WILL BE NO ONE TO REMEMBER THAT WE WERE EVE 


THE SPECTER WILL BE EVERYWHERE. 


hibition and catalogue, is edited from these 
crayon and brush drawings. The forty-two im- 
ages are captioned with brief yet powerful 
captions, such as that under the second in the 
series, a half-man/half-animal seething with 
anger: “Man's ID five million years later still 
makes powerful DEMANDS"; and the banally 
simple one under the growing pyramid of U.S. 
and U.S.S.R. endeavor: “Each day they add 3 
new warheads to their arsenals.’ The pacing of 
these short narratives causes tension to slowly 
boil, while the drawings become more and more 
heated: “The dogs of war spring forth”...““AND 
SOIT BEGINS”...“‘men will die screaming on 
planned impalements.” 

Osborn on Conflict illustrates real “war 
fever";not the erotic frenzy ignited by govern- 
ments and fanned by people who yearn for the 
false, patriotic exhilaration of war, but rather 
the disease that is ever present, yet dormant, in 
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most of humankind—and which recurs in virtu- 
ally every generation. Osborn's image/captions 
call forth repressed, but very commonplace feel- 
ings: “Man's follies will defy belief" and “Our 
repressed hatreds will engulf us... but this time 
the deadly Fantasy will end in animal debris.” 
Osborn’s total statement is, at once, like Otto 
Dix’s horrific, graphic reportage of the Great 
War, and James Thurber's slyly sardonic visual 
fable, The Last Flower. But, comparisons are ill- 
advised in this case. Robert Motherwell de- 
scribes the work best in the catalogue introduc- 
tion: “...in these drawings by Osborm, the eter- 
nal human erupts in such an unbridled way, 
even with their knowing control, that we find 
ourselves confronted by one of the most marvel- 
ous of artistic achievements, the unexpected! 
And how marvelous to see an old artist shooting 
the works!” Osborn has exploded a bomb of his 
own, but we have not heard nor seen the last of 
him. For as long as there is folly, Osborn will 
be taking aim. 
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TYPOGRAPHIC MILESTONES 


JOHN 
BASKERVILLE 


OF BIRMINGHAM 
LETTER-FOUNDER 


&| PRINTER 


By ALLAN HALEY 


Courtesy THE BETTMANN ARCHIVE 


JOHN BASKERVILLE was cranky, vain, and scorned convention. He has 
been called a dilletante, an eccentric, and unattractive. His peers 
disapproved of him, his type and his printing. Clearly, Basker- 
ville was not popular. 

HE broke the rules of his craft to create what he believed was perfect 
printing and, in doing so, alienated almost all of his contempo- 
raries. While not enhancing his popularity rating, it was his 
breaking with the accepted traditions of printing that changed 
the course of typographic development. 


Ir began with his type design. The face he created was light and deli- 
cate, much more so than previous styles; and had contrasts in 
stroke weights which were more pronounced than any current 
face. Baskerville’s type could not be reproduced properly with 
accepted printing technology,so he began to improve the tech- 
nology. Baskerville refined the design of the printing press, had 
paper developed specially for his needs, and invented the hot- 
pressing process. His method of printing was so closely connect- 
ed with the design and effect of his type that they should not be 
considered separately. 

JouN BASKERVILLE was never to know the profound impression he 
made on the printing craft. Printers and typophiles of the day 
poked fun at his smooth paper, and claimed his light type was 
unreadable. 

BENJAMIN FRANKLIN was one of the few on Baskerville’s side. He met 
the Birmingham printer during one of his trips to England. 
Franklin purchased several of Baskerville’s books, fonts of his 
type,and frequently championed his cause among American 
printers who also felt that Baskerville’s type was unfit for read- 
ing. Franklin and Baskerville corresponded often, and in one 
such letter Franklin relates a trick he played on an American 
friend. Upon hearing the friend complain that Baskerville’s type 
could be “..the means of blinding all the readers in the Nation 
owing to the thin and narrow strokes of the letters)’ Franklin 
decided to test the validity of the complaint. 

PROBABLY with a twinkle in his eye, he gave the friend a specimen 
sheet of Caslon, calling it Baskerville’s, and asked for specific 
criticism. Franklin wrote that his friend eagerly undertook the 
challenge and ‘:..went over several Fonts, showing me everywhere 
he thought Instances of that Disproportion” and declared be- 
fore he finished that his eyes were suffering from “Baskerville 
Pains.” 

UnpaunteD by such feelings, Baskerville persisted in the develop- 
ment and use of his type. In fact, in the design, production and 
use of his type, he set an example of thoroughness which few 
have equaled. He worked for over six years on the design, draw- 
ing and re-drawing the basic shapes thousands of times. Only 
when he was completely satisfied did he establish his own type 
foundry and employ a punch cutter. In the process Baskerville 
became the first type designer—as distinct from punch cutter. 

Ir would be two years more before his first types were cut, and 
several more before the first book using them was printed. One 
of the reasons Baskerville was able to be so thorough, to take 
such pains in developing and using his faces, was that he was an 
amateur; this work was for pleasure. He did not accumulate 
his sizable fortune from the sale of his books and type.Those 
items usually found their way into the “red-column” of his 
ledger sheet. 

BASKERVILLE'S livelihood derived from the production of japanned 
goods, one of Birmingham's chief industries. Japanning is the 
decoration of metal articles (candle holders, tea-trays, bread-bas- 
kets, etc.) with multiple coats of varnish.The articles are then 
further decorated with paintings of fruits, flowers, and pastoral 
scenes. Baskerville had many rivals in the japanning trade and 
must have had to concentrate much of his time and commercial 
acumen to keep ahead of them.The intensive effort in japan- 
ning forced Baskerville to move slowly in his typographic 
endeavors—and to work out of love rather than monetary 
motivation. It has been suggested that the japanning trade also 
gave Baskerville the idea for hot-pressing, a process which he felt 
was vital to the proper printing from his types.When paper is 
made by hand, as it was in Baskerville’ time, it has a rough, un- 


even surface. Handmade paper is also so strong and resistant that 


it must be dampened prior to printing, which tends to roughen 
the surface even more. None of this was compatible with the 
printing of Baskerville’s delicate types, so he hit on the idea of 
pressing the wet sheets between hot copper plates after they 
left the press. This smoothed the paper considerably, and also 
helped to set the ink. 


BASKERVILLE had a ready supply of copper plates available as part of 
the goods used to manufacture the japanned articles. He was 
also familiar with the process of heating and baking the metal in 
the decoration process. 

WE would find little difference between Baskervilles hot-pressed 
paper and the bond paper commonly used today. His contem- 
poraries, however, found little room for comparison with even 
their finest papers. It was referred to as being*:..so glossy and of 
such perfect polish that one would suppose the paper made of 
silk rather than linen.” 

Bur then, this provided another area for complaint. Baskerville's 
critics argued that his paper was so shiny that it compounded 
the problem of dazzling caused by his typeface designs. 

Ink was the only product of Baskerville’s typographic efforts that 
escaped criticism. It was the envy of his peers. One printer 
almost lovingly described it as‘:..partaking of a peculiarly soft 
luster, bordering upon a deep purple.’ 

In the 18th century printers didn’t buy ink; they made their own. 
Many of the recipes were closely guarded secrets. Baskerville’s 
was such a secret. It was claimed, for instance, that one of his 
tricks was to age the ink for three years prior to putting it to use; 
but whatever the total process was, it worked. Even today, few 
inks are as dark and as rich as Baskerville’s. 

But making the ink was just the first step. Next, it had to be trans- 
ferred from the type to the paper. No easy task in the middle 
1700s. Few improvements had been made on the printing press 
since Gutenberg’s day. It was still essentially two flat surfaces 
forced together by a hand-screw, and certainly was too inaccu- 
rate and unreliable to faithfully reproduce Baskerville’s type. As 
he did with ink, Baskerville made his own printing press. It was 
state-of-the-art in 18th century England. 

BASKERVILLE himself, with characteristic lack of modesty, describes it 
as‘..exactly on the same Construction of other Peoples but per- 
haps more accurate than any ever formed since the Invention of 
the Art of Printing..° 
Finally, there was paper. Again, the standard product of the day 
was not suited to the faithful printing of Baskerville’s type. As a 
result he spent many hours experimenting with paper and pa- 
per making. He even had a small paper mill built on his prop- 
erty. Because of those extensive experiments, and the fact that he 
was the first to use what is now called “wove” paper in books, 
Baskerville is often credited with its invention. 

Wove paper is formed on a closely-woven thin-wire mesh that leaves 
the finished sheet quite smooth. In contrast, laid paper (the com- 
mon paper of the 18th century) is textured because the fibers lie 
ona crude wire mesh as the sheets form. 

Wu Baskerville’s name is almost always associated with the intro- 
duction of wove paper, and he certainly had a hand in its devel- 
opment, records of the paper merchant he dealt with indicate 
that the invention was the combined work of several hands. 
Thus it was Baskerville who first made ink, printing technology, 
and paper conform to the needs of typeface design, instead of 
vice versa:a feat that has rarely been matched. It is especially sad 
that despite all his time, labor and expense, Baskerville’s types 
did not meet with much approval. 

Tus, however, may have been for moral as much as esthetic reasons. 
18th century Britishers had particular disdain for deviants from 
two accepted moral standards: agnostics and adulterers. Basker- 
ville was both. 

Ir did not matter that the woman Baskerville lived with had been 
deserted by her husband. She was married; but not to the Bir- 
mingham typefounder and japanned goods trader. Baskerville 
did marry Sahra Eaves shortly after her husband died, but the 
sixteen years of adulterous living could not go unnoticed nor 
uncensured in 18th century British society. 

Tue other flawed aspect of John Baskerville’s character was his 
opposition to Christianity; an aversion which was lifelong and 
consistent. Typical of his feelings are those represented in his 
will, ‘..I have a hearty contempt for all superstition, the farce of 
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a consecrated ground, the Irish barbarism of sure and certain 
hopes, etc. I also consider revelation as it is called, exclusive of 
the scraps of morality casually intermixed with it, to be the most 
impudent abuse of common sense whichever was invented to 
befool mankind.’ The will continues for several more sentences 
to expound on the “..ignorant and bigoted, who...profess to 
believe as they call it certain absurd doctrines and mysteries...” 

JOHN BASKERVILLE was the last child of John and Sahra Baskerville. 
(It is interesting to note that John shared his father’s; and his 
wife, his mother’s, name.) He was born late in 1704 or early 1705 
in Worcestershire, England. His family was, what we would call 
today, upper-middle class. 

HE received his first professional recognition at seventeen when his 
remarkable calligraphic skill was noticed and he was given the 
duties of writing master in the parish school. During this time 
he also began to cut gravestones. There are no known examples 
of his work extant, but there is a slate slab preserved in the Bir- 
mingham Reference Library which was intended as an adver- 
tisement for his services. 

WHEN he was approximately thirty-four, Baskerville’s father died, 
leaving him a substantial sum of money. It was also about this 
time that he entered the japanning trade, which provided him 
with a handsome living for the rest of his life. 

BASKERVILLE was well past forty when he began to interest himself in 
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typography. The first example of his work (the Latin Virgil) was 
published in 1757.In 1758 he followed with a two-volume edi- 
tion of Milton. In the preface he wrote, “Amongst the several 
mechanical Arts that engaged my attention, there is no one 
which I have pursued with so much steadiness and pleasure, as 
that of Letter-Founding. Having been an early admirer of the 
beauty of Letters, became insensibly desirous of contributing 
to the perfection of them.I formed to my self Ideals of greater 
accuracy than had yet appeared, and have endeavored to pro- 
duce a Sett of Types according to what I conceived to be their 
true proportion.” 

By 1758, Baskerville had produced eight fonts of type.It was now 
that he offered his designs for sale and received the rebuff 
which later caused him to repent the day he entered the print- 
ing and typefounding business. Nevertheless, he continued to 
practice his craft until his death at age 69. He was buried in a 
mausoleum he had erected on his own grounds. 

THE story, however, is not complete. Several years after his death, 
Baskerville's estate was sold and eventually converted to canal 
wharves.Sometime during this period the mausoleum was de- 
molished. The remains, however, lay undisturbed or undetected, 
until 1820 when workers discovered the grave while digging for 
gravel. At this time the coffin was moved to a warehouse where it 
was opened, the contents viewed, and then resealed. The coffin 
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remained in the warehouse for eight years. It was then moved to 
the shop of a plumber, where it was again opened and a local 
artist made a pencil sketch of the body. It is said that a number 
of those present at the opening became severely ill; and one,a 
Dr. Male, died after putting a torn piece of the death shroud in 
his pocket. 


THE casket was moved again before reinterment in the Church of 


England cemetery, in a vault below the chapel.This was in Febru- 
ary of 1898. Finally, Baskerville was laid to a peaceful rest. 


As with Baskerville the man, his type was also a long time achieving 


a peaceful rest. After his death, his wife turned over much of 
Baskerville’s type to Robert Martin, his senior workman. Four 
years later Mrs. Baskerville sold the type and foundry equip- 
ment to a publisher for the purpose of printing the works of 
Voltaire. Fifteen years after his death Baskerville’s type, punches 
and matrices were moved to Paris where they were used for 
printing during the revolutionary period. Gradually the type fell 
into disuse and was passed from one French printer to another 
until the French foundry of Deberny and Peignot purchased the 
punches and matrices in 1936. Finally in 1953, Deberny and 
Peignot presented all the punches to the Cambridge University 
Press. 


BASKERVILLE’S typefaces were the catalyst for more than a new style 


of typeface design; they changed the course of typographic 
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development. If he had merely imitated, or even improved upon, 
his contemporaries’ work, there would be little to say about him 
today. John Baskerville, however, abandoned tradition and began 
4 movement which was to revolutionize printing and typogra- 
phy of the 18th century. Although his faces were not used, 
indeed they were not even liked, his typographic arrangements 
and design style became a primary influence on the work of 
Bodoni and Didot. Baskerville’s typefaces stand almost alone as 
a representation of the “transitional style” of typeface design; 
bridging the gap between the “Oldstyles” of designers like 
Caslon, and the “Moderns” of Bodoni and Didot. 


BASKERVILLE’S “unattractive and painful” typeface is today one of the 


most popular and most used serif typestyles. It is represented in 
virtually every type library and can be reproduced on practically 
any form of type imaging device. Baskerville has become a staple 
of text typographic communication. 


Peruaps Baskervilles scorn for convention was not, in itself, admira- 


ble; but the positive and innovative steps he took to replace 
typographic convention certainly were. Many sources refer to 
Baskerville as tenacious. He was that, and more. Baskerville was a 
positive thinker and doer. He replaced the wrong, inaccurate 
and imperfect, with definite and justified improvements. In ad- 
dition to his beautiful, and now popular typeface, we should 
remember John Baskerville for his spirit and positive drive. 
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INTRODUCTION 


MOST people think Johann Gutenberg 
invented printing. He didn’t. Nor was he 
responsible for the invention of the print- 
ing press. In fact, contrary to a majority 
of history books, he didn’t even invent 
movable type; it was first used in China 
hundreds of years before his time. 
GUTENBERG developed a way to create 
in metal the many diverse letters used in 
European languages using an adjust- 
able mold. (A much more complex task 
than making molds for the consistently 
square word symbols used in Korean.) 
Gutenberg’s invention is so momentous 
it is ranked in stature with the creation 
of the wheel. 

THE reason movable type is held in such 
high esteem is that its use made, for the 
first time, centuries of knowledge and in- 
formation available to Western civiliza- 
tion. For the first time in history we were 
able to record, and interpret, our find- 
ings, and cross the boundaries of time 
and space. Movable type was a catalyst 
of the cultural and educational revolu- 
tion which freed us from the Dark Ages. 
The invention of movable type made the 


Renaissance possible, and paved the 
way for all modern technology. 

IN the process, type has become one of 
our most effective and efficient commu- 
nicators; few media have its range and 
capability. Yet type does not work by 
magic; it must be used properly to com- 
municate best. Which is why fyi was 
developed: to help those responsible for 
establishing and maintaining the quali- 
ty of typeset communication to increase 
the effectiveness of that communication. 


fyi will be a learning package aimed at 


helping those who work with type profes- 
sionally to use type efficiently, 

EACH fyi feature will be devoted to a 
different aspect of the typographic spec- 
trum. A wealth of pertinent information 
will be provided. Each section will be 
clear, concise, and heavily illustrated. 
Sections will be released in a sequence 
designed to best meet immediate and 
long-range informational needs. 

THE goal of fyi is to make the many 
facets of typographic communication 
easy to understand, simple to take 
advantage of, and rewarding to use. 


PARTS OF A CHARACTER 


“THE thingamajig with the little bump” could describe an automobile 
shift lever, a record player turntable, the ear and bowl of a lowercase g, 
or any number of a variety of other things. Using correct nomenclature 
is vital to communication—especially technical communication; which 
is why most people who use automobiles and record players would 
choose the correct terms to describe a shift lever or turntable; it makes 
for simpler, more efficient communication. 


re Y 


FOR the same reasons, if you use type, it makes sense to use the correct 
terms in your type-related communication. There are not that many 
terms to learn, and most have simple and obvious meanings. The termi- 
nology of type is not difficult—but it is necessary. Since letters are the 
foundation of all typographic communication, they are the logical place 
to begin to build your typographic vocabulary. 


ce 


CONTRARY to most typographic terms, the parts of a character can 
appear to have somewhat arbitrary names. The ear of a g could just as 
well be called a “knob” or “handle” The names of the different parts of a 
character, however, have a long and well-documented history. Reams of 
paper have been consumed describing and identifying the various parts 
of the letterform; manuscripts exist which date back to the fifteenth cen- 
tury. Many of those terms, however, have become outdated or are too 
technical for normal use. What follows is a condensed version of many 
previous lists of letterform nomenclature The twenty, or so, terms pre- 
sented will provide you with enough letterform vocabulary for all but the 
most erudite of typographic discussions. 
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ARM—a horizontal stroke that is free on one end. 
ASCENDER—the part of the lowercase letters b,d,h,k,l and t that 
extends above the height of the lowercase x. 

BAR—the horizontal stroke in the A,H,e,t, and similar letters. 

BOWL—a curved stroke which makes an enclosed space within a 
character. The bump ona P is a bowl. 

COUNTER—the fully or partially enclosed space within a character. 
DESCENDER—the part of the letters g,j,p,q,9, and sometimes J, that 
extends below the baseline. 

EAR—the small stroke projecting from the top of the lowercase 8. 
HAIRLINE—a thin stroke usually common to serif typestyles. 

LINK—the stroke connecting the top and bottom of a lowercase &. 
LOOP—the lower portion of the lowercase g. 

SERIF—a line crossing the main strokes of a character. There are many 
varieties. 

SHOULDER—the curved stroke of the h,m, and n. 

SPINE—the main curved stroke of a lowercase or capital S. 

SPUR—a small projection off a main stroke; found on many capital G’s. 
STEM—a straight vertical stroke, or main straight diagonal stroke in 

a letter which has no vertical strokes. 

STRESS—the direction of thickening in a curved stroke. 

STROKE—a straight or curved line. 

SWASH—a fancy flourish replacing a terminal or serif. 

TAIL—the descender of Q or short diagonal stroke of the R. 
TERMINAL—the end of a stroke not terminated with a serif. 
XHEIGHT—the height of the lowercase letters excluding ascenders and 
descenders. 
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It’s a generally accepted fact that, altbough English is the official 
language of the United States, not everybody in the U.S.A. 
Speaks it quite the same way. Easterners sound different from 
Midwesterners, who sound different from Westerners. Nobody 
sounds quite like Southerners, and Bostonians make their own unique 
sounds. Beyond differences in pronunciation, vocabularies 
differ from region to region... from age group to age group... from 
occupation to occupation. One American phenomenon is the 
fast food restaurant, or “coffee shop,” where countermen, chefs and 
fountain men (or women) speak a language all their own. 
Some of these expressions go back decades, and even bere, some are 
strictly regional. 
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“FAMILY ALBUM” COMBINES FAMILY PORTRAITS WITH DIARY NOTATIONS; THE PAPER IS HANDMADE AND ELEMENTS OF BINDING PROCESS ARE VISIBLE. 
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[first encountered Lois Polansky’s work in the Alexander 
Millikin Gallery in New York City, and to be perfectly honest, 
I was perplexed. Here was an array of “ereations”’—kimo- 
nos, capes, skirts and similar forms that looked for all the 
world like liturgical garments, but weren’t. There were also 
objects that looked like fans, but weren’t; and books that 
looked like books, but weren’t—at least not in the sense we 
normally think of books. Yet the assemblage of work, the 
luminous color, intricate design and cryptic notations on 
some pieces were intriguing enough to warrant a visit with 
Mrs. Polansky, and an explanation of her work. 

Contrary to the enigmatic nature of her art forms, Lois 
Polansky is absolutely logical about what she does. Her dé- 
nouement of the evolution of her work is so intelligent and 
frank, it makes a fascinating story in and of itself. 

Her career as an artist started prosaically enough at Queens 
College of the City University of New York. By her own ac- 
count, she received an excellent education in the philosophy 
of art and theories of form and color. But the thrust of art 
education, in those days, was toward self expression and cre- 
ativity...and away from training in specific skills. Some- 
thing in Lois hankered for a mastery of techniques and 
agility with the basic materials of art. She sought out a pri- 
vate teacher and began to hone her skills in etching and 
lithography. From the printmaking experience, it was only 
natural she would be seduced into a course in papermaking. 
(Along with grinding your own pigments, you can’t get much 
closer to basics than that.) 

Lois dipped into a small inheritance from her grandmother 
and plunked down 8500 for a one-week course in Paper Mak- 
ing at Bennington College in Vermont. If she had any doubts 
about the venture, her confidence was restored when she 
found that Riva Castleman, a staff member of The Museum 
of Modern Art, and Kenneth Noland, the painter, were fellow 
students. Papermaking turned out to be an exhilarating expe- 
rience. She worked enthusiastically, mascerating cotton 
linters, adding color and plant fragments for a variety of 
effects. But when the course was over, and she returned home 
with her handmade paper samples, they looked like nothing 
at all. In fact, she pronounced them ugly, and found it hard to 
justify the week away from her family, not to mention fritter- 
ing away $500 of her grandmother’s diligently nurtured sav- 
ings. But one day, as she sat examining her paper samples, 
she inadvertently arranged them in two piles, side by side. In 
a true flash of inspiration, she saw the most obvious use for 
them: paper was for making books! Thus began an adventure 
that took her far beyond her initial vision. 

In her work process, Lois Polansky is like a great flowing 
river, with streams and springs feeding in from all direc- 
tions. Everything that happens peripherally contributes to 
her constantly changing body of work. When she first em- 
barked on her bookworks, the Women’s Movement was in full 
swing. Lois read Colette and Simone de Beauvoir. She mulled 
over women’s role in history...in contemporary society... in 
her own family. Her first book was a combination family al- 
bum and personal diary. She combined her handmade paper 
with etchings of her grandmother and grandfather, and of 
her mother in stages of growing up. To the images, she added 
a running personal commentary. The book turned out to be 
not only a social and personal document, but also a folio of 
her etching techniques. 
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FANS DERIVED FROM EARLY BOOK FORM; LEAVES ARE SPLAYED TO REVEAL CON- 
TENTS. UPPER: ‘*THE CRYSTAL PALACE FAN’’ OF HANDMADE PAPER IMPREGNATED 
WITH LEAVES. CENTER: ‘‘THREE FLORAL FANTASIES,” A FAN WITH FLORAL PARTS 

IMPREGNATED IN HANDMADE PAPER. BELOW: A FAN, EXTENDED TO ALMOST 


FULL CIRCLE, A FORERUNNER OF THE CAPE AND SKIRT FORMS THAT FOLLOWED. 
OPPOSITE: ‘*‘THE HOLOCAUST ALBUM”’ DRAMATIZES THE CARNAGE OF THE 
HITLER ERA; ASH GRAY HANDMADE PAPER WITH CUTOUT VOIDS WHERE HUMAN 
IMAGES SHOULD BE. 
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Early on in her papermaking experiments, Lois recognized 
the possibilities of impregnating actual objects in her paper. 
Her second book was dedicated to the tree outside her living 
room window. In addition to etchings of the tree in its bare 
form and in full foliage, Lois impregnated leaves from the 
tree in the leaves of her book, to complete the story. 

In another one of her bookworks, she impregnated flower 
forms, herbs, leaves and grasses—a symbolic representation 
of nature. She also alluded to social and historic events in 
some of her books. A Victorian book, for instance, is a synthe- 
sis of romantic flowers, ribbons and decorative embellish- 
ments, reminiscent of the era. In contrast, a Holocaust book 
is ashen gray, and the center of each page is cut out, like a 
family album with the people missing. 

Not one to do anything in a half-baked way, Lois delved into 
the history of books and bookbinding. She learned that the 
first books were made of palm leaves with written notations 
on them. The leaves, fastened together at one end, could be 
spread out in a fan shape and read consecutively. (Hence the 
word “leaves” for pages of a book.) This discovery of the fan 
format had double significance for her. It provided her with 
another form for her bookworks, and solved the problem of 
how to display her work in a gallery, so that every page could 
be seen without being handled. 

Her next series of books, in fan form, combined her hand- 
made paper with leaf and flower parts, and sometimes words 
and tidbits of personal ephemera crept into the designs also. 
She persisted with the fan motif, and variations of it, until 
the sight of a Japanese kimono, hung outstretched, set her off 
in yet another direction. She saw the kimono as something 
that, like a book, opened and closed...revealed and concealed 
... information. 

And so she flowed—from books to fans...from fans to kimo- 
nos...from kimonos to capes...from capes to skirts—it is alla 
logical metamorphosis to her. In all of these forms she com- 
bines her papermaking, collage, etching, letterforms and 
trimmings. The work exudes a mystical quality that speaks of 
ancient rites and secret codes. Lois does not trouble herself 
with rational explanations of the pieces themselves. The 
truth is, she admits, it is all an excuse for making art—some- 
thing she simply can’t stop doing. Marion Muller 


Lois Polansky is represented by the Alexander Milliken Gallery in New York City. Her work has 
been exhibited internationally, and has made its way into corporate collections. Among them 
are: The International Paper Company, New York, NY; Johnson and Johnson Corp., New 
Brunswick, NJ; Citibank Corp., Philadelphia, PA; The Chemical Bank, New York, NY; The 
American Consulate, Leningrad, Russia. 
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A CALL FOR ENTRIES TO “THE FATE OF THE EARTH”... 
KINLADUNG ZUM WETTBEWERB “DAS SCHICKSAL DER ERDE”.. 
LE CONCOURS “THE FATE OF THE EARTH”... 


Entry Form / Tellnahmeformular / Bulletin De Participation 
Please type or print neatly / Bitte mit Maschine oder in klarer Druckschrift schreiben / A taper ou a ecrire en caracteres d’imprimerie PHOTOGRAPH: IMAGE BANK, 
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his is the first in a series of Herb Lubalin Interna- ieses ist der erste international Herb-Lubalin- oicile premier concours dans ia série Herb Lubalin 
T tional Student Design Competitions to be sponsored Studentendesignwettbewerb unter der International Student Design Competitions 
by International Typeface Corporation to honor and Schirmherrschaft der International Typeface organisée par International Typeface Corporation 


perpetuate the memory of Herb Lubalin, internationally Corporation zum Geddchtnis an Herb Lubalin, den en hommage 4 Herb Lubalin dont elle veut perpétuer le 
famed graphic designer, a founder and principal of international beruhmten grafischer Gestalter, souvenir: parce qu’il était un graphiste célebre dans le 
ITC, editor of U&lc, teacher, and concerned citizen of Mitbegriinder und Vorstandsmitglied von Itc, monde entier; parce qu’il était le fondateur et le doyen 
the world. Schriftleiter von U&lc, Lehrer und besorgtenr Weltbirger. de ITC; I'éditeur de U&ic; un enseignant exemplaire et 
un citoyen responsable de Ia Planéte Terre. 
For this first competition the theme is The Fafe of the Das Thema dieses ersten Wettbewerbs ist Das Schicksal 
Earth, the title of the book by Jonathan Schell that has der Erde (The Fate of The Earth), Titel des Buchs von Ce premier concours aura justement pour theme le titre 
made people the world over aware that nuclear prolif- Jonathan Schell, das Leser in der ganzen Welt davor du livre The Fate of the Earth (Le destin de Ia Terre) de 
eration could bring about extinction ofthe humanrace —_ warnt, da8 nukleare Proliferation zur Vernichtung der Jonathan Schell, qui a fait comprendre dans le monde 
and of all life on earth except for some grasses, mosses, | menschlichen Rasse und alles Lebens auf der Erde —mit entier que la prolifération nuciéaire pourrait bien 
and insects. Ausnahme einiger Grdser, Moose und Insekten —fuhren détrulre la race humaine et effacer toute trace de vie 
kénnte. sauf quelques herbes, mousses ou insectes. 
Who can enter? Undergraduate, graduate or special 
students of bona fide art or graphic design schools or Wer kann teilnehmen? Studenten an Kunstschulen oder Qul peut participer? Les étudiants, diplémés ou non, et 
departments any place in the world. Hochschulen mit Abteilungen fir grafische Gestaltung af ee nears —— hoes aah ap i dans 
The jury: Cipe Burtin, Louis Dorfsman, George Lois, Paul in der ganzen Welt. is onde: graphique d'une école n'importe on cane 
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Second prize, $2,500. Eight prizes of $500 each. Certifl- Preise: Erster Preis ist die Herb-Lubalin-Medaille und 
cates will be issued for all pieces selected for inclusion $5000. Zweiter Preis $2500. Acht Preise von je $500. Fur Les prix: Le premier prix consiste en la médallle Herb 
in the exhibition which will be held in the ITC Center in jede Arbeit, die fir die Ausstellung im ITC Center in New Lubalin, plus $5000. Le deuxiéme prix, $2500. Viennent 
New York, in the Fall of 1985. The selected pieces willbe York im Herbst 1985 auserwahit worden ist, wird eine ensuite huit prix de $500 chacun. Des attestations 
featured in a special issue of U&lc anditis possible that — Urkunde ausgestellt. AuBerdem werden diese Arbeiten seront données pour tous les envois qui auront été 
a book, an audio-visual or a film will be based on them. in einer Sonderausgabe von U&lc verdffentlicht werden, Hilo “ey reseotenae replete ate nipubhes 
nd es ist méglich, dab sie G tand eines Buchs, ew York en auromn * r 
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from the school on the school’s letterhead certifying qu’on en fasse un livre, un film ou une vidéo-cassette. 
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gniryihanaing tees: N Bescheinigung mit dem Brietkopf seiner Lehranstalt Garantie: Tout envoi doit étre accompagné d’une 
ntry/hanging fees: None. vorlegen, die bestdtigt, da8 der Teilnehmer ein attestation écrite 4 l’en-téte de I’établissement ou 
Format: Format is at the artist’s/designer’s choice—an Schiler/Student ist. 'étudiant poursult ses études. 
advertisement, booklet, poster, blotter, game, sculp- r . F y 
ture, three dimensional piece—all are acceptable so Teiinahmegebuhr: Keine. Droits "inscription: Néant 
long as the mandatory copy is included. Entries larger Format der Eingabe: Die Art des Entwurfs steht dem Format: Le format et la présentation sont au choix du 
than 3’ x 4’ or heavier than 45 Ibs. are not acceptable Tellnehmer frei. Eine Anzeige, Broschire, ein Plakat, participant: annonce, brochure, affiche, agenda, Jeu, 
but color slides or reproduction quality photographic Werbezettel, Spiel oder eine Skulptur...alle werden sculpture ou tout autre objet tri-dimensionnel, peu 
prints of them will be accepted. All typeset reading angenommen, so lange sie den vorgeschriebenen Text importe, dés l’instant ou le texte imposé y figure. Les 
matter should be set in an ITC typetace. Calligraphic or —_ enthalten. Arbeiten, die gréBer als 90 x 120 cm oder dimensions supérieures a 90 x 120 cm, les poids 
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Photographic entries should be shot against a black werden. Diapositive oder druckreife Fotografien solcher envoyer des reproductions sous forme de diapositives 
background. Arbeiten sind jedoch akzeptabel. Gedruckter Text muB Soe eomante Ramee’ i mirth les 
in einer ITC-Schrift gesetzt sein. Kalligrafische oder . 
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language of the designer's choice. schwarzen Hintergrund haben. Texte imposé: Le theme est The Fate of the Earth et le 
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In weighing the fate of the earth and, with if, our own licher vom Entwerfer gewiinschten Sprache gesetzt werden. 


fate, we stand before a mystery, and in tampering with 

the earth we tamper with a mystery. We are in deep THE FATE OF THE EARTH “In weighing the fate of the earth and, with It, our own 
ignorance. Our ignorance should dispose us to wonder, fate, we stand before a mystery, and In tampering with 
our wonder should make us humble, our humility should = “‘In weighing the fate of the earth and, with it, our own fate, the earth we tamper with a mystery. We are In deep 


inspire us to reverence and caution, and our reverence we stand before a mystery, and in tampering with the ignorance. Our ignorance should dispose us to wonder, 
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draw the threat we now pose fo the earth and to Our ignorance should dispose us to wonder, our wonder inspire us to reverence and caution, and our reverence 
ourselves.” should make us humble, our humility should inspire us to and caution should lead us to act without delay to 
—From The Fate of the Earth by Jonathan Schell reverence and caution, and our reverence and caution withdraw the threat we now pose fo the earth and to 


ae as See = should lead us to act without delay to withdraw the threat ourselves.” 
we now pose fo the earth and fo ourselves.” —From The Fate of the Earth by Jonathan Schell 
Point of view: The subjects of nuclear proliferation, of a —From The Fate of the Earth by Jonathan Schell 
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der hiesigen Zollbehérden geniigend. 


GMS LES USHERWOOD 


LEAWOOD 


GOOMV TI OLI 
GOOMV~TITOLI 
CGOOMV >A IOLI 

GOOMV AT OL! 


—) 


3 


ITC Leawood™ is available in 
Book, Medium, Bold and Black 
weights with corresponding 
italics. Small caps have been 
created for the Book and 
Medium weights. Oldstyle 
figures are available for the 
roman and italic designs in 
all weights. Only licensed ITC 
Subscribers are authorized to 
reproduce, manufacture, and 
offer for sale these and other 
ITC typefaces shown in this 
issue. This license is your 
guarantee of authenticity: 


Ire 
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These new typefaces will be 
available to the public on or 
after February 15, 1985, depend- 
ing on each manufacturer's 
release schedule. 

ITC Leawood marks a 
special place in the history of 
ITC typeface releases. It is the 
first typeface that ITC has 
created as a joint effort of type 
design talent and computer 
technology. 

The design of ITC Leawood 
was begun by the late Les 
Usherwood. His untimely 
death, however, interrupted 
the project with only a small 
portion of the work completed. 
Usherwood's talented staff 
was able to continue his work, 
and provided ITC with the 
basic alphabet design in two 
extreme weights with their 
corresponding italic counter- 
parts. Under close direction 
and careful guidance, the 
skilled technicians and 
Computer Aided Design 
(CAD) capabilities of a major 
typographic software house 
developed the intermediate 
weights. The CAD system also 
allowed subtle and far-reach- 
ing design changes to be 
made with comparative ease. 

The result is a typeface 
family which, we believe, would 
have satisfied Les Usherwood's 
demanding quality standards 
and discriminating taste while 
it, at the same time, retains 
the spirit and personality of 
his original drawings. 

ITC Leawood has small, 
yet well-defined serifs which 
aid readability and allow 
close character fit. Much like 
Optima, character strokes are 
stressed and have a slight 
flare. As in other Usherwood 
designs, the ascenders in ITC 
Leawood are somewhat taller 
than the capitals. This design 
trait allows classic typeface 
proportions and a large x-height. 

The italic is unusual in that 
it combines the qualities of an 
inclined roman and a true cur- 
sive. The lowercase m,n, g and 
e reflect the roman design; 
while the a, b, f and y are 
based on more free-flowing 
letterforms. 

ITC Leawood is the second 
ITC release from Les Usher- 
wood. It was preceded by ITC 
Usherwood in 1983. Born in 
England, Les Usherwood was 
the founder and President of 
Typsettra in Toronto, Canada. 
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IT WAS BOUND 


TO HAPPEN 


The more our technology speeds, automates, 
and removes us from our daily tasks, the more 
we seem to delight in old-fashioned labors we 
can dig our hands into and manipulate by 
ourselves. Electronic typewriters and word 
processors touched off a renaissance of callig- 
raphy. Pre-packaged, ready-to-eat meals whet- 
ted our appetites for home-baked bread and 
home-grown bean sprouts. And now, in an age 
when missiles, rockets and space ships are 
launched by pushbutton, we are witnessing a 
craze for the most elementary, do-it-yourself 
form of air travel—the hot-air balloon. 


IT ALL STARTED 


IN FRANCE, 


well over a hundred years before the Wright 
brothers lifted their wobbly little flying 
machine off the ground in the United States. 
Although legends and myths and designs for 
hypothetical flying contraptions can be traced 
back to ancient civilizations, the first actual 


man-made aircraft was a balloon, constructed 
by Joseph and Etienne Montgolfier, in France, 
in the early 1780s. 

A capsule history of ballooning, pieced to- 
gether from various sources, goes this way: The 
Montgolfier brothers were partners in a paper 
manufacturing business, and always on the 
lookout for new uses for their product. One 
November day, in 1782, Joseph—a man with an 
inventive turn of mind—was inspired by some- 
thing he noticed in his fireplace. He observed 
that smoke, rising from the flames, carried bits 
of paper up with it. On the spot, he constructed 
a miniature cloth balloon from some scraps 
borrowed from his landlady, filled it with hot 
smoke and watched it flutter aloft. From that 
simple model he and his brother, Etienne, 
started to experiment, using paper bags filled 
with smoke. They soon discovered it was not 
the smoke, but the heated air that provided the 
lift for their miniature balloons. They went on 
to construct a full-scale balloon made of linen 
with a lining of paper. By June of 1783, their 
first hot-air balloon was completed and ready 
for a test run. They inflated it with air heated 
by a fire that was fed with sheep’s wool and 


damp straw, which provided heat and a controll- 


able flame. The balloon took off and rose 
some 6,000 feet into the air, to the amazement 


and delight of the enormous crowd that had 
turned out to watch the launching in the 
Montgolfiers’ home town of Annonay. 

When news of their accomplishment 
reached the Academy of Sciences in Paris, its 
members prevailed upon the brothers to pro- 
duce a balloon capable of manned flight. This 
they did; but King Louis XVI mandated that 
animals should take the risk before humans 
did, and so a sheep, a duck and a rooster were 
the first airborne travelers. They were launched 
from Versailles, in September 1783, and en- 
joyed (?) free flight for eight minutes, landing 
two miles from their starting point. 

At the same time that the Montgolfier broth- 
ers were experimenting with hot-air balloons, a 
physicist at the Académie Francaise, Jacques 
Charles, was investigating the lifting power of 
hydrogen gas, which had recently been discov- 
ered. Working with the Robert brothers, a pair 
of mechanics, the three men constructed and 
launched a gas balloon on August 27th—a 
month before the Montgolfier demonstration. 
This was truly an advancement in air travel, for 
the balloon took off and floated for 15 miles 
before it came to rest in a peasant’s field. More 
terrified than impressed, the farmers attacked 
and destroyed the behemoth, just as we might 
do today with an intruder from outer space. 


THE STAGE WAS SET 
FOR HUMAN FLIGHT 


The spectacular demonstrations of the hot-air 
and gas balloons aroused public interest and 
private adventurers. One young scientist, 
Pilatre de Rozier, volunteered to take the first 
manned voyage. On November 21, 1783, he and 
an army major, the Marquis d’Arlandes, were 
launched in a Montgolfier hot-air balloon, from 
the Bois de Boulogne, with Louis XVI and 
Marie Antoinette in attendance. This remark- 
ably successful flight (they stayed aloft for 25 
minutes) was also a near disaster, as sparks 
from the fire ignited the balloon, and the two 
aeronauts spent the nightmarish voyage beat- 
ing out the flames. They returned to earth 
safely, though minus a few crucial garments 
and their composure. 

Not to be outdone, on December Ist of the 
same year, Jacques Charles and one of the 
Robert brothers launched another of their 
hydrogen balloons from the Tuileries gardens in 
Paris. It rose 9,000 feet in the air and landed, 
two hours later, 27 miles away. This was serious 
flight, and ballooning soon became the craze of 
Europe. 


ILLUSTRATION COURTESY NEW YORK PUBLIC LIBRARY THE ST: GEORGE'S FIELDS BALLOON—1785 


FANCIFUL AND 


UNRESTRAINED 


It is hard to name another field of human 
activity in which both science and esthetics are 
so intimately joined. The ingenuity and ex- 
perimentation with the design of the balloons 
was matched by the elaborate and fanciful 
decorative accoutrement. Some designers used 
multiple balloon assemblages, combining gas 
with hot-air units. Some augmented their 
balloons with mechanical beating wings. 
Others resorted to constructions that resem- 
bled ships at sea, and provided oars for the 
aeronauts to help them direct their flight. The 
surfaces were colored and decorated lavishly 
with garlands and tassels resembling jeweled, 
giant-sized Fabergé easter eggs. 

Not only did people turn out full force for the 
launchings, but balloons occupied their minds 
and every aspect of their daily lives. Balloon 
motifs appeared on tableware, in clock designs, 
on bookbindings, in coiffures and wall decora- 
tions, and so on. 


BALLOONING, A 


BLOSSOMING BUSINESS 


As one might expect, such a popular entertain- 
ment was bound to be turned into a profitable 
commercial enterprise. Two men, Jean Pierre 
Blanchard and Vicenzo Lunardi, were responsi- 
ble for providing many ballooning spectacles 
throughout Europe and England. They arranged 
for exhibition flights, enhanced with parachute 
jumps, and for daring crossings of the English 
Channel. And it was during one of these cross- 
ings that the courageous Pilatre de Rozier, the 
first man to be airborne, would also become 
the first man to die in the air—when his hydro- 
gen balloon blew up over the Channel. 

As flights increased, so did accidents, and for 
a while the enthusiasm for ballooning became 
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somewhat subdued. But great showmen were 
not about to let the enterprise die. The peak 
period in aeronaut exhibitions came after 

1850, when two French families, the Godards 
and the Poitevins, competed for attention with 
their daredevil stunts aloft. The acts included 
ballerinas, acrobats and fancy horseback hijinks, 
In London, the balloon craze gave birth to toy 
rubber balloons for children, and also the largest 
vehicular balloons ever to be constructed at 
that time. 

For all the fun and games balloons provided, 
they were not useful for travel. They could be 
manipulated up and down, but for horizontal 
movement they were at the mercy of the winds. 
Not until the turn of the century, when Count 
von Zeppelin, a retired German cavalry officer, 
integrated the internal combustion engine with 
balloon design, did a balloon-type vehicle be- 
come feasible for commercial travel. His design, 
a series of balloons enclosed in a rigid frame- 
work, was called a dirigible, but such airships 
were popularly referred to as “‘zeppelins.’ 


ASIDE FROM SPORT 


AND ENTERTAINMENT, 


balloons were actually put to limited but practi- 
cal use-by scientists and the military. Scientists 
studying weather conditions have used bal- 
loons, equipped with appropriate instruments, 
to measure wind velocities, temperature and 
the chemistry of the atmosphere. Military uses 
for balloons go back as far as the Napoleonic 
Wars in Europe. Then, and also during the 
American Civil War and the Boer War in South 
Africa, gas balloons hovered over battlefields. 
Out of range of bullets, they could float for 
hours, locating enemy positions and surveying 
the course of battle. They also provided an 
excellent perch for mapping terrain. As recent- 
ly as World War II, England launched barrage 
balloons, tethered at 10,000 ft. by strong metal 
cables, to form a curtain of steel across the sky 
to interfere with enemy aircraft attacks. 


CREDITS: BOOK WITH ITALIC 


AFTER 160 YEARS, 


OUT WITH A BANG 


Although hot air, gas and motor driven balloons 
of varying designs were in production and use 
for 160 years, their life span came to an abrupt 
end in the early 1940s. There were several 
reasons. The disastrous explosion of the 
Hindenburg—a helium-filled “zeppelin” —in 
1937, cast a pall over that form of air travel. 
Secondly, airplane design had advanced mercu- 
rially. Finally, hydrogen was highly flammable, 
and helium was in short supply and expensive. 
Other than the tethered barrage balloons 
hovering over the English coast, there was 
virtually no balloon activity anywhere in the 
world during World War II. 


THE COLD WAR AND 


THE HOT-AIR REVIVAL 


Oddly enough, it was during the cold war of 
the 1950s that hot-air ballooning had its-re- 
birth, due mainly to the efforts and enthusiasm 
of one man, Ed Yost. Yost, an engineer, was 
employed by a company engaged by Radio 
Free Europe to drop propaganda leaflets be- 
hind the Iron Curtain. In the process of devel- 
oping a balloon to carry their payload of 
leaflets, without using expensive helium or 
inflammable hydrogen, Yost experimented with 
a plumber’s blowtorch to provide the heat and 
the lift. In a succession of experiments, he 
increased the number of blowtorches and the 
size of the balloon, until he reached an equa- 
tion that could easily lift a man into the air. 

In 1956, Yost formed his own company, Raven 
Industries, with three other partners. Their 
business was the construction of high altitude 
balloons, and research in man-carrying hot-air 
balloons, As it happened, the U.S. Office of 
Naval Research took an interest in Yost’s work 


on the premise they could use his man-carrying 
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balloons for coastal surveillance. For a while 
they funded his research, and Yost and his 
partners focused their investigations on a 
variety of burners and the emerging new syn- 
thetic fabrics that were light, tough, flame- 
resistant and reusable, When, after a few years, 
the Navy cancelled their project and the fund- 
ing, Yost and his partners were too committed 
to their venture to let go. They saw the poten- 
tial for hot-air ballooning as a sport to rival 
parachute-jumping and hang-gliding. And in 
the fall of 1960, when Ed Yost lifted off in a 
40,000 cubic ft. balloon near Sioux Falls, South 
Dakota, and stayed aloft for half an hour, it was 
the first blast in the revival of hot-air ballooning. 

In 1963, Yost teamed up with Don Piccard, an 
experienced gas balloonist, and together they 
made the first crossing of the English Channel 
by hot-air balloon. Yost, Piccard, and another 
American, Tracy Barnes, are directly responsi- 
ble for reviving the hot-air balloon craze. All 
three men have designed balloons approved by 
the Federal Aviation Administration, and have 
promoted hot-air ballooning throughout the 
world. They literally ‘‘lit the fire’ that started it 
up. From a dozen active balloons in the mid- 
60s, the number grew to 500 in the mid-70s, 
and today there are well over a thousand in the 
United States alone—and more than twice that 
many certified pilots. 
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“THE ANATOMY OF A HOTAIR BALLOON 


Hot-air balloons operate on the very simple 
principle that hot aur is lighter than cold air 
and in the presence of cooler air the hot air 
rises. [hat was the simple discovery made by 
Joseph Montgolfier and the basic design of 
hot-air balloons today is not too different 
from his original one. The major advance- 
ments have been in the materials modern 
science has made awailable. 


THE ENVELOPE is the professional term for the 
fabric part, which most people refer to as the 
balloon. Literally it is an envelope that encloses 
and holds the air. Thanks to the new synthetic 
fabrics, nylon, dacron and polyester, modern day 
balloonists have the advantage of durable, non- 
porous, flame-resistant, lightweight envelopes. 
The synthetics can withstand temperatures of 
250-300 degrees Fahrenheit, and 50-70 pounds of 
air pressure per square inch. They are so light in 
weight that the 1200 yards of fabric that go into 
an average envelope weigh only between 120 and 
165 pounds, and fold into a three-foot-square 
carrying case. 

The envelopes are, on the average, 60 feet in 
diameter and 80 feet long. They are constructed 
in vertical panels, called gores, and there may be 
anywhere from 8 to 32 or more. The seams are 
double folded and double stitched. Reinforcing 
these seams, from the apex of the envelope to the 
mouth, are supporting load tapes, each with a 
4,000 Ib. test strength. These tapes interconnect 
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with steel cables that connect to the passenger 
compartment, it is the tapes that support most of 
the weight of the basket and passengers. In 
addition to the vertical seams and load tapes, 
there are also similar horizontal divisions which 
add structural strength, though they are not as 
crucial as the vertical supports. 

Envelopes are also equipped with venting 
systems which the pilot must have to expel hot 
air and let cool air in as necessary. Some vents 
pop out the top of the envelope. Some resemble 
mushroom-type valves located at the apex of the 
envelope, just inside the opening. Others are flap 
arrangements worked into the vertical seams. 

Jn all cases pilots operate the vents by pull cords, 
as necessary. 

To spectators, the most noticeable features 
of the envelopes are the exuberant colors and 
designs—the chevrons, stripes and herringbone 
patterns. Actually, the colors are not so capricious 
as they are practical. Strong dark colors are often 
chosen to help absorb the rays of the sun and 


maintain the internal heat and buoyancy of the 
envelope. 

Just below the envelope, between the base and 
the burner, there is an additional panel of cloth 
called the skirt. It is made of fireproof material, 
and its purpose is to keep the flame of the burner 
from being distorted by prevailing winds. 


THE BASKET is the cockpit and passenger com- 
partment. It may be constructed of aluminum, 
steel tubing, heavy canvas or traditional wicker, 
just as the name “basket” implies. The floors are 
made of heavy plywood, with sturdy wooden 
Skids on the under side to protect the bottom 
from impact on landings. The upper rim of the 
basket is foam-padded and lined with suede or 
leather for the passengers’ comfort. The lower, 
outer rim, is edged in rawhide to protect the 
basket itself. Baskets are equipped with handles 
for carrying by the ground crew. The basket has a 
stainless steel superstructure or load frame which 
supports the propane burners, and the whole 
arrangement is attached to the envelope by 
stainless steel cables. 


PROPANE BURNERS. These enlarged versions of a 
plumber’s blowtorch, are located on the harness- 
like superstructure above the basket. They pro- 
vide flame to heat the air in the envelope. The 
fuel used is propane, liquefied petroleum gas, 


which is stored in fuel tanks in the basket. Each 
burner has its own valve and operating system to 
control the flow of gas and size of the flame. The 
burners are often gimballed—set in a rotating 
cradle-like arrangement—so the pilot can direct 
them accurately even when the envelope leans 

in the wind. 


FUEL TANKS. As with the burners, two or more 
are carried in flight. Rectangular tanks are 
strapped to the floor and equipped with a cush- 
ion on top to make a seat for a passenger. Cylin- 
drical aluminum tanks, when used, are strapped 
to the corners of the basket. 


INSTRUMENTS. The entire instrument panel of a 
hot-air balloon consists of three simple devices: 
An altimeter to indicate altitude. (Prior to lift-off 
the pilot must set the altimeter at the field eleva- 
tion, as the instrument indicates height above 
sea-level; and without this adjustment, he would 
have a false reading. A second instrument is the 
vertical speed indicator which indicates the rate 
of ascent and descent. This is an extremely valu- 
able instrument because it is very difficult to 
gauge speed at high altitudes. The third necessity 
is a temperature gauge. The instrument panel 
may be permanently installed in a corner of the 
basket, or carried aboard separately in a self- 
contained package. 
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Going up and down ina hot-air balloon is a 
fairly simple, clean cut operation. To go up, you 
fill the envelope with sufficient hot air to displace 
the surrounding cooler air... and off it goes. To 
descend, you reduce the hot air by venting, to 
introduce cool air into the envelope. Going side- 
ways—toward a destination—is another matter. 
Aeronauts have no steering mechanism. They 
must rely on wind currents to take them where 
they want to go. The challenge for a pilot is not to 
drift along with any ill wind that blows, but to 
explore the wind direction at different altitudes. 
That’s why pilots live by the passwords: Right 
with height, which obviously means that to find 
the right wind current, you must find the right 
altitude at which to float. Hot-air ballooning is 
essentially a matter of controling your ups 

and downs. 


TO LAUNCH. Aside from the balloon, the next 
most important possession of an aeronaut ts a 
good ground crew—five or six able-bodied men, 
plus a car. Without them, no aeronaut can get off 
the ground. 


First, the 160 pounds or so of envelope must be 
dumped out of the storage bag and spread out on 
the ground. Next, with the basket lying on its 
side, the cables must be connected to the burner 
assembly. 

The fabric is then spread out, and with several 
members of the crew at the apex, and others at 
the throat, they hold it taut while cold air is 
pumped through the mouth by a gasoline-driven 
blower. When the envelope is packed with air, the 
pilot ignites the propane and blasts bursts of hot 
air through the throat opening. When nearly 
inflated, the pilot enters the balloon and inspects 
the condition of the envelope, being careful not to 
damage the fabric with his shoes. The crew now 
has its hands full controling the monster play- 
thing which, though it floats like a feather in the 
breeze, is an ungainly leviathan on the ground. 
The members of the crew, hanging on firmly, walk 
it into an upright position and hold it down while 
the passengers and pilot take their places in the 
basket. When the pilot checks out all his equip- 
ment and gives the signal, the crew lets go of the 
basket, and the balloon immediately drifts off in 


the direction of the prevailing wind. 


MANEUVERING. /f you don’t like where you're 
going, you have plenty of time to change your 
mind. There are no quick stops or sharp turns 
with a balloon. You maneuver in slow motion. The 
sky is just an ocean of air, with layers, or cur- 
rents, of wind running in different directions, at 
different speeds. If the pilot doesn’t like the 
direction at one altitude, he tries another. To 
climb higher, he uses his propane burner to inject 
a few more blasts of hot air into the envelope. To 
descend to a lower level, he uses the vent to 
release hot air and admit cool air in its place. 

A popular altitude for flying is anywhere from 
200 to 1000 feet. Daredevil pilots and adventure 
seekers like to float low and brush treetops, 
leapfrog over bushes and call to friends and 
spectators on the ground. The danger in such low 
flying is not from tearing the fabric on a tree 
limb, but more in heat loss which can cause rapid 
deflation and rough landing. While in flight the 
pilot must constantly monitor fuel consumption. 
Depending on air temperature, it's consumed at 
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an average of 10 gallons per hour. Once a pilot 
has gone below 15% of the balloon’s fuel capa- 
city, the craft must be landed. 


LANDING AND RETRIEVAL. Here, as in the lift-off, 
the pilot had better be the best of friends with the 
ground crew, for without them, pilot and passen- 
gers are in limbo. There is no way to land without 
their help. While the pilot is searching for a nice 
open field in which to land, (which may be miles 
away from the launching site) the ground crew 
has been tracking the balloon in an auto. Once 
the pilot has picked his spot, he starts venting hot 
air to descend. Passengers don helmets, face the 
direction of flight, and with knees bent, they 
grasp the rim of the basket with their hands. The 
pilot drops a drag line to the ground crew, by 
which they hold on to the descending balloon. 
The grace and comfort of the landing depends on 
the weather and ground winds. A high wind can 
flip a basket, collapse an envelope, and send the 
passengers sprawling along the ground. But ona 
quiet day, it is possible to have a beautiful standup 
landing with the envelope still fully inflated. 
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Hot-air ballooning obviously 
is more fun in groups than 
solo. Floating on air is not 
only a transcending physical 
experience for the partici- 
pant, but to spectators, a sky 
filled with colorful travelers is 
a sight out of fantasyland. 
The best time to fly is in the 
early morning, just before 
dawn or late in the day, be- 
fore dusk. The winds are still 
then, the air is cool and the 
hot air gets better lift. 

The best places for lift-off are 
open fields—with no trees, no 
fences, no animals to startle 
and no hostile landowners to 
distress. 

In Albuquerque, New Mexico, 
The World Balloon Corpora- 
tion operates year ‘round, 
providing early morning and 
late evening voyages with 
trained pilots and a balloon 
fleet that is fully licensed by 
the Federal Aviation 
Administration. 
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HARE AND HOUND OR ROAD RUNNER AND COYOTE. This is a spot 
landing contest. The object for participants is to follow a leader,and 
land as close as possible to the leader's final landing spot. 
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‘Target chosen is easy to spo. 


bd cit the air 


JUDGE DECLARED GOAL. In this game, a pilot flies to a goal down- 
wind and drops a marker. The competing balloonists follow after 
and drop their own markers, trying to get as close as possible to the 
leader's mark. This contest often combines with FIFO (Fly In, Fly Out) 
in which the leader continues, dropping a series of successive mark- 
ers while the others follow suit. 


43 


Hot-air ballooning provides something for everybody. It's an entertainment for the 
tourist, adventure for the sportsperson, and there even are races and games for 
those who can't live without a little competitive challenge in their lives. The races 
and games do not imply speed so much as completion of assigned tasks. Even 
spectators become actively involved in the games, as they are on the move, 
tracking the balloonists and checking on their performance. Among the more 
popular games indulged in by adventurous aeronauts are: 


Gains height to avoid ground 
win ie 


Flies on zig zag course until 
finds valley wind to take him in 
to target 


CNTE. The name, Controlled Navigational Trajectory Event, sounds 
ominous, but the event is fun for spectators as well as pilots. In the 
Southwest, it's known by the more poetic description, Tumbleweed 
Drop. In a large open area, a fixed target is selected and marked 
with an X.Then each competing pilot selects a launch site three miles 
from the target, in any direction. The object is to float over the 
target and drop a marker as close as possible to the X. The chal- 
lenge is to choose a launch site that will lead the pilot directly over 
the target. Points are won for proximity to the fixed mark. 


BAROGRAPH RACE. Unlike the others, this is a more serious event. 
€ach pilot receives a prescribed flight plan and a sealed barograph 
which serves as a flight recorder. The flight plan specifies the time of 
level Flight, altitude to reach, and specifics about ascent and descent 
control. The pilot's progress is recorded on the drum of the baro- 
graph, so it can be studied by the judges. The inherent problem in 
this arrangement is that unscrupulous pilots can cheat by tapping 
the instrument to make the recording pen move, even if they haven't. 


Finish line - 


SNORE: 


f 
é 


AL A £ 
on Qe, 
ae hee! 

if fe / 


Fa ot i vag etn, 
Gprneee 


Most direct route is low, but 
slowest 


Finds wind left at ground 
level. Hugs ground until 
minimum distance is 
covered 


Fastest wind is at altitude b 
total distance is longer ip am 
rey fy 


if 


Drops marker from 1,000 ft 4 


ey 
Balloon 2 miles high looking, 
for right wind san or 
¥ 


Ground/5 m. bad 
My 


Valley/10m.p.h. / 


RACE-TO-A-LINE. This is the standard type of speed race in which 
pilots seek to cross an imaginary line between two landmarks. It is 
sometimes combined with a Le Mans start and an Antique Auto 
Race. In that case, the race starts with the balloons laid out before 
lift-off and doesn't end until the pilot is retrieved by the ground 
crew, usually in an antique auto. 


BIG BENDER OR ELBOW. The object of this contest is to see how 

sharply and accurately a pilot can change course, a difficult maneu- 
ver in a balloon. The balloons fly out for a specified distance— 

about five miles—drop a marker to indicate their position, then fly a 

second leg attempting to reverse course with as sharp an angle, or 

bend, as possible. The secret is in getting right with height. 
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hile hot-air ballooning is all 
Ws and games, enjoyed in 

short hops of three to four 
hours at a time, gas ballooning is 
more serious business. Gas balloon 
flights are more ambitious, longer in 
duration and far more expensive. They 
are also the stuff that heroes and his- 
tory are made of. 


Gas balloons operate on the principle 
that certain gases are lighter than air, 
and an envelope filled with such a gas 


will rise. The first gas used was hydro- 
gen, the lightest element known. But 
hydrogen is highly flammable. Helium, 
another light gas, has only half the 
lifting power of hydrogen, is very ex- 
pensive, but blessedly inert. For long 
distance and serious adventure, it is 
the only way to travel. 


A gas balloon must lift off with an 
excess of buoyancy, controled by a 
ballast of sandbags. As the balloon 
ascends, the pilot jettisons his ballast 


judiciously; making sure to keep 
enough in reserve to help control the 
descent and landing. The pilot is also 
equipped with a supply of gas to fur- 
ther inflate the envelope when neces- 
sary. But aside from the gas, the 
ballast and a few simple instruments, 
balloon pilots have very little in the 
way of technical controls over their 
vehicles. And that makes their ac- 
complishments all the more 
extraordinary. 


TRANSOCEANIC AND TRANS- 
CONTINENTAL TRIUMPHS 

Since 1873 there have been at least 
seventeen aborted flights across the 
Atlantic by balloon. Five pilots died in 
the attempt. Two men, who finally 
completed the feat, nearly lost their 
lives in their first effort. In 1977, Max 
Anderson and Ben Abruzzo, two self- 
made businessmen from Albuquer- 
que, New Mexico, set out to make the 
crossing. They christened their craft 
The Double Eagle, commemorating 
Charles Lindbergh, The Lone Eagle, 
who crossed the Atlantic fifty years 
earlier. Unfortunately, the balloonists 
did not enjoy the same good fortune 
Lindbergh did. They were forced down 
into the sea off Iceland and were 
lucky to survive. One year later, in 
1978, they were joined by a third busi- 
nessman and adventurer, Larry New- 
man, for their second attempt. They 
took off once again from Presque Isle, 
Maine, in their balloon, the Double 
Eagle II, and landed in a barley field in 
Miserey, France, 137 hours and 18 
minutes later. At that time, the 3200 
mile voyage set three world records: 
One for crossing the Atlantic, a sec- 
ond for length of time aloft and a third 
for distance traveled. 


Subsequently in 1980 and 1981, these 
men and others were responsible for 
other record-setting balloon flights: a 
transpacific flight established a new 
mileage record; a transcontinental 
flight was another first. 


But there is nothing so vulnerable as 
a “record.” On September 17, 1984, 
another American balloonist, Joe W. 
Kittinger, astonished the world by 
completing the first solo crossing of 
the Atlantic. Kittinger, a veteran bal- 
loonist and parachute jumper, took 
off from Caribou, Maine, on Friday, 
September 14th, and 84 hours later, 
crash-landed in northern Italy. While 
his landing and a broken ankle were 
something of an embarrassment, his 
achievement in his balloon, Rosie 
O’Grady’s, was one for the record 
books. Not only was it the first solo 
crossing of the Atlantic, but the 3525 
miles he traveled was a record for 
solo distance in a balloon. 


So here we are —two hundred years 
after the first lift-off into space —right 
back at the beginning. Never mind 
that we have all the engineering wiz- 
ardry to move astronauts, rockets and 
spaceships through the universe by 
computers and pushbuttons; there are 
still some stubborn souls who prefer 
to do it themselves —in a basket, with 
nothing to lean on but the wind and 
their wits. Marion Muller 


Left: Joe W. Kittinger flashes the victory sign 
after completing the first solo balloon crossing 
of the Atlantic. Courtesy UPI Photo Library. 
Diagrams from the book “Ballooning,” by Dick 
Worth. Major photography by Jerry Young. 
Edited and designed by Marshall Editions Ltd., 
London, England © 1980. Published by Random 
House, Inc., USA. Reprinted by permission of 
Marshall Editions Ltd. Color separations by 
Profile Separations, Inc., Plainview, NY 
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Art Against War 
by D.J.R. Bruckner, Seymour Chwast, 
Steven Heller 


This is a stimulating, provocative collection 
of about 150 illustrations by more than 100 
artists. The works cover the 17th—20th cen- 
turies and show how artists have sought to 
strip war of its pseudo-glory and reveal it as 
the madness it really is. Some of the artists 
presented are: Breughel, Goya, Grosz, 
Kandinsky, Manet, Picasso. Informative text 
accompanies the illustrations. 

Abbeville Press, Inc.,505 Park Avenue, 
New York, NY 10022. 128 pages. 9 x 12".50 
full color illustrations. $16.95, paperbound. 


The Art of Satire 
by Ralph E. Shikes and Steven Heller 


A critical/pictorial review of painters as 
caricaturists and cartoonists, from Delacroix 
to Picasso. Covers thirty-four painters (in- 
cluding Manet, Monet, Grosz, Toulouse- 
Lautrec, John Sloan, Stuart Davis) who “may 
not have toppled tyrants, but they stirred 
consciences, enlightened the discontented, 
and played out the comedy of manners, 
titillating and amusing the populace.” 

Horizon Press, 156 Fifth Avenue, New York, 
NY 10010. 125 pages.9'%4 x 12%" Cloth, 
$20.00. Paper, $10.95. 


Fanciful Victorian Initials 
Edited by Carol Belanger Grafton 


The author has selected 1,142 initial letters 
from three quarters of a century of Punch. 
A delight. 

Dover Publications, Inc., 31 East Second 
Street, Mineola, NY 11501. 128 pages. 
8% x 11%" Paperbound. $4.95. 


FANCIFUL 


1,142 Decorative 
Letters from 
“PUNCH” 


Classic Roman Alphabets 
Selected and arranged by Dan X. Solo 


Shown are 100 complete fonts from the 
Solotype Typographers Catalog. Most fonts 
provide both upper- and lowercase letters, in 
addition to numerals and punctuation marks. 
Copyright free! 

Dover Publications, Inc., 31 East Second 
Street, Mineola, NY 11501. 104 pages. 
8% x 11” Paperbound. $4.50. 


Treasury of Authentic Art Nouveau 
Alphabets, Decorative Initials, 
Monograms, Frames and Ornaments 
Edited by Ludwig Petzendorfer 


This versatile volume offers a copyright-free 
collection of Art Nouveau typographic mate- 
rial: 137 complete alphabets (upper- and 
lower case); 23 uppercase fonts; 33 sets of 
decorative initials; 1951 monograms; 246 
signet designs; 297 miscellaneous designs 
(many with borders) and numerous orna- 
ments. In addition to purely art nouveau 
typography, users will also find a choice 
selection of Gothic, Roman and Italic faces. 

In the pages of this volume can be found 
the timeless creations of some of the most 
influential type designers of the early twenti- 
eth century: Georges Auriol, Peter Behrens, 
Otto Eckmann, George Montague Ellwood, 
M.J.Gradl, Eugene Grasset, William Morris, 
Bruce Rogers, A. A. Turbayne and many 
others. 

Dover Publications, Inc.,31 East Second 
Street, Mineola, NY 11501. 141 plates. 9 x 12” 
Paper. $6.50. 


Contemporary British Lettering 


Some 37 scribes and lettercutters contrib- 
uted examples of their work to this collec- 
tion. A full page is given to each, with a brief 
bio and caption information. A collection of 
fine lettering, and a display of available 
calligraphic styles. 

Michael Taylor Rare Books, 18 Kersley 
Road, London, N16 ONP, England. 8 x 10%" 
Paper. To U.S.: Seamail $10.00, Air Mail 
$14.00. 


A Selected Bibliography: 
Color Scanners Vol. 1, 1980-83 


Includes about 244 abstracts of articles from 
54 sources. 

T&E Center of Graphic Arts, Rochester 
Institute of Technology, One Lomb Memorial 
Drive, P.O. Box 9807, Rochester, NY 14623- 
0887.50 pages. 8% x 11”. Paper. $15.00. 


Designer’s Guide to Color 
Introduction by James Stockton 


This remarkable book assists with choices of 
over 1,000 color combinations in several 
ways. It takes the guesswork out of putting 
colors together by showing in advance what 
they will look like. Tint percentages for every 
color insure correct reproduction. The inclu- 
sion of screen values of the four process 
colors will help anyone who needs to con- 
firm color ideas or to find color combina- 
tions. Suggestions and examples are 
presented in a straightforward, pure and 
neutral way. 

Chronicle Books, 1870 Market Street, San 
Francisco,CA 94102. 135 pages. 6 x 7" Paper. 
$9.95. 


Herbert Bayer 
by Arthur A. Cohen 


Critics have hailed this as the best book on 
Herbert Bayer ever written. It is more than 
that. A lot more. 

Herbert Bayer is the last surviving master 
of the Bauhaus, where he directed the typo- 
graphic workshop. He was a major force in 
introducing and developing the powerful 
and communication-effective typography of 
today. He is also one of the few total artists of 
this century. For the past half century he has 


been doing pioneering work in a wide range 
of fine and applied arts, including painting, 
sculpture, environmental art, exhibition 
design, industrial design, typography, archi- 
tecture, graphic design, lithography, photog- 
raphy and tapestry. Since 1938 he has been 
one of the major design and advertising 
consultants to American industry, notably to 
the Container Corporation of America and 
the Atlantic Richfield Company. 


Author Cohen presents a comprehensive, 
exciting, exquisitely illustrated survey of 
Herbert Bayer’s work. Mr, Bayer designed the 
book and checked all data for accuracy. 
Every serious artist and designer should read 
and enjoy and be inspired by it. It details, in 
words and pictures, Bayer’s six decades of 
creativity and is correctly subtitled “The 
Complete Work” 

The MIT Press, 28 Carleton Street, Cam- 
bridge, MA 02142. 429 pages. 9’ x WY" 
386 illustrations (45 in color).$65.00. 
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Graphis Packaging 4 
Edited by Walter Herdeg 


The 918 packages illustrated are classified by 
ten marketing areas: foods; beverages, tobacco 
products; cosmetics, toiletries, textiles, cloth- 
ing, accessories; household cleaning prod- 
ucts; stationery, carrier bags, wrapping paper, 
industrial packaging, shipping containers, 
paints, hardware; sports, pastimes, education, 
pharmaceutical products, professional sam- 
ples; promotional packaging. Indexes to 
artists and photographers, designers, art 
directors, agencies and studios, clients. 
Beautifully printed, many photographs in 
full color. 

Watson-Guptill Publications, Inc.,1515 
Broadway, New York, NY 10036. 304 pages. 
9% x 12" $59.50. 


The Bettmann Archive Picture History 
of the World 


Every art director and designer and artist 
knows the Archive as a prime source of 
pictures of all subjects, times, and places. 
Now to make life easier for picture hunters, 
and to help them through rainy weekends 
Bettmann has published two books repre- 
senting slices of its boundless archive. 

“The Bettmann Archive Picture History of 
the World” retells the story of western civili- 
zation in 4,460 pictures from you know 
where. It's a beautiful oversized book with 
just enough words to identify the pictures 
and to thread them into an extraordinary 
visual history. This is the kind of book your 
children would thrill to if they could get it 
away from you. It begins with the Creation (a 
William Blake drawing) and a Gustave Dore 
engraving of the creation of light, with God 
using the golden compass, plus a relevant 
quotation from John Milton. The last pictures 
deal with hopes and fears and juxtapose a 
caveman and a moon walker. 

Random House, Inc., 201 East 50th Street, 
New York, NY 10017. 224 pages. 9'/4 x 12/4" 
$19.95. 


The Bettmann Portable Archive 


The “Bettmann Portable Archive” is a 
graphic history of almost everything. Its 
3,669 illustrations culled from the Bettmann 
Archive are topically arranged and cross- 
referenced to serve as an idea stimulator 
and image finder. 

Picture House Press, Inc., 136 East 57th 
Street, New York, NY 10022. 230 pages. 
9'b x 93/4" $35.00. 


Advertising Art In the Public Domain 
Compiled by Harold H. Hart 


Reproducible line art in 22 categories such 
as attention getters, dining and drinking, 
gestures, sitting, etc. 

Hart Publishing Co.,Inc., 24 Fifth Avenue, 
New York, NY 10011. 96 pages. 9% x 124" 
Paper, $29.00. Hardbound, $59.00. 


The TypEncyclopedia 
by Frank J. Romano 


A desktop quick-reference guide to better 
typography. A visual dictionary, from 
Accents to Zero. Emphasis is on good typo- 
graphic practice. More than 100 diagrams 
and examples. Includes type specimen 
showings and a type cross-reference index 
linking basic typeface design names with 
various names given them by different 
manufacturers. 

Customer Service, R. R. Bowker Co., 
P.O. Box 1807, Ann Arbor, MI 48106. 
188 pages. 8% x 11". Paper. $24.95. 
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How To Typeset From 

A Word Processor 

by Ronald Labuz 

The Interface Data Book for 
Word Processing/Typesetting 
by Ronald Labuz 


The first book is a practical manual for type 
buyers. It tells why, if, when, how to establish 
a WPitypesetting interface, how to select a 
typesetter, how to build translation tables, 
how to choose typesetting and telecommu- 
nications hardware. The Interface Data Book 
is filled with comparative data on WP hard- 
ware and software, interfacing devices and 
software, phototypesetting machinery, trans- 
lation tables, vendor directories and a direc- 
tory of type houses with interfacing 
capability. 

Customer Service, R. R. Bowker Co., 
P.O. Box 1807, Ann Arbor, MI 48106. How To 
Typeset: 220 pages. 65/s x 10” Paper. $24.95. 
The Interface Data Book: 195 pages. 
8% x 11" Paper.$15.00. 


Total Design 


Total Design is an Amsterdam based design 
studio. As its name implies,TD is active ina 
wide spectrum of applied design areas. An 
exhibition of twenty years’ output of the 
studio was held in the Netherlands in 1983. It 
is Currently traveling and an excellent cata- 
log with full text and captions is available. 
The text explains the purposes of the pieces 
and the thinking behind the design solu- 
tions. TD is one of the world’s truly great 
design organizations, not merely because its 
output spans many years and many media 
but because it blends beauty and eye-catch- 
ing graphics to propel messages. TD’s work 
is Consistently a remarkable blend of com- 
munication clarity and visual vitality. 

Uitgeverij Reflex, Achter’ St. Pieter 4, 3512 
HS Utrecht, Netherlands. 96 pages plus cover. 
10% x 11%" $13.50 plus postage. 
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Product Design 
Edited by Akiko Busch and Editors of 
Industrial Design Magazine 


Featured here are the American and Interna- 
tional award winners of the 1982-83 year in 
competitions such as: The Society of Interior 
Designers Competition, Japan Design Foun- 
dations Award, The Braun Prize of West 
Germany. 

Arranged by product categories. Each 
chapter opens with an explanation of the 
unique design problems and their solutions. 
Categories covered include: appliances, 
housewares and tools; home electronics and 
entertainment; lighting; contract and residen- 
tial furnishings; textiles; business equipment; 
medical equipment; industrial equipment 
and transportation; recreation and sports 
equipment and designs for the handicapped. 

Robert Silver Associates, 307 East 37th 
Street, New York, NY 10016. 240 pages. 9 x 12” 
375 color photographs. Indexed by product. 
Hardbound, cloth covered. $45.00. 


Office Systems 
by Samuel Jay Kalow & Ercole Rosa 


This is a manager's guide to integrating word 
processing, data processing and telecommu- 
nications for the automated office. Not a 
shopping list of available machines and 
programs. Relates office automation plan- 
ning to corporate strategy and to operations, 
personnel, department organization. Covers 
project control tools, personnel training, 
measuring system's progress. Emphasizes 
human and organizational aspects of imple- 
menting new technologies. 

Prentice-Hall, Inc., Englewood Cliffs, NJ 
07632. 212 pages. 7 x 9%". Paper,$10.95. 
Cloth, $18.95. 


The 20th Century Book 
(Revised Edition) 
by John Lewis 


Explores the changes and developments 
which have taken place in book design and 
illustration in Europe and the USA since the 
last years of the nineteenth century. Dis- 
cussed and illustrated are such conflicts of 
ideas as that between the Art Nouveau 
movement and the followers of William 
Morris, and that between the protagonists of 
Die Neue Typographie in Germany and the 
supporters of the renaissance of printing in 
England and the United States. 

The works of Slevogt, Kokoschka, Georg 
Grosz, Paul Klee and Max Ernst are among 
many covered. A final chapter traces the 
development of the modern paperback 
book, showing how its design has influenced 
the look of hardcover books. 

van Nostrand Reinhold Company, Inc., 135 
West 50th Street, New York, NY 10020.8% x 
11%" 271 pages. Every page is illustrated. 
Indexed. Paperbound. $22.50. 


Dans vos viviers, dans vos étangx. 
Carpes, que vous viver longtemps ! 
Est-ce que Ia mort vous oublie, 
Poissons de ta meélancolie. 


Illustrated Dictionary of 
Historic Architecture 
Edited by Cyril M. Harris 


A unique tour through the history of archi- 
tecture, presented in an extraordinary com- 
pendium of clear, concise definitions for over 
5,000 architectural terms. Accurate and 
comprehensive knowledge is complemented 
by over 2,000 line drawings, cutaway views, 
close-ups of intricate details and precisely 
rendered plans. Covers architecture's rise 
and development through the Ancient Greek 
and Hellenistic, Roman, Early Christian, 
Renaissance, Japanese, Islamic, Mesoameri- 
can, Romanesque, Gothic, Chinese, Indian 
and Modern times. 

For the architect, artist, historian, student, 
as well as teacher or architectural enthusiast. 

Dover Publications, Inc. 31 East Second 
Street, Mineola, NY 11501.7% x 9%"581 
pages. Paperbound. $14.95. 


Photographis ’84 
Edited by Walter Herdeg 


Each issue of this series is an exciting visual 
experience as well as a record of the year's 
best advertising and editorial photography 
from nineteen countries. Stanley Manson's 
preface traces the roots of today’s photogra- 
phy to the art/design movements of the 
early 1900s, and summarizes its metamor- 
phosis over the ensuing decades. 

Watson-Guptill Publications, Inc., 1515 
Broadway, New York, NY 10036. 228 pages. 
9% x 12" 120 color pages. 534 illustrations. 
$59.50. 
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SUBSCRIBER COMPANIES ARE 
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TYPEFACES 


AM International, Inc. Digital Visions, Inc. International Type Fonts ApS Officine Simoncin! S.p.a. D. Stempel AG 


Varityper Division 454 West 46 St. c/o Cooper & Beatty, Limited Casella Postale 776 Hedderichstrasse 106-114 

11 Mt. Pleasant Avenue New York, N.Y. 10036 401 Wellington Street West 40100 Bologna D-6000 Frankfurt 70 

East Hanover, N.J.07936 (212) 581-7760 Toronto M5V 1E8 Italy West Germany 

(201) 887-8000 Interactive Computer Graphics (416) 364-7272 (051) 744246 (069) 6068-0 

Phototypesetters and Photo- Software Type Discs for Harris 600, Hot Metal Composing Matrices Typefaces and Fonts for Analog 

lettering Systems 1200, 4000, TXT Typesetters and Phototypesetting Systems and Digital Typesetters and other 
Filmotype Visual C ication EGul 

Adobe Systems, Inc. 774141 N. Merrimac Avenue Itek Composition PhotoVision Of California, Inc. isual Communication Equipment 

1870 Embarcadero Niles, Illinois 60648 Systems Division PO. Box 552 Tactype, Inc. 

Palo Alto, Calif. 94303 (312) 965-8800 34 Cellu Drive Culver City, Calif. 90230 12 West 26th Street 

(415) 852-0271 Film Fonts Nashua, N.H. 03060 (213) 870-4828 New York, NY. 10001 

Interactive Software Tools for Fonts (603) 889-1400 Toll Free: 800-421-4106 (212) 924-1800 

Graphic Arts —- - Phototypesetting Systems and Spectra Setter 1200, Visual Dry Transfer Letters 
Hardy/Williams (Design) Ltd. Equipment, Film Strips, Display Setter, and 2" Film Fonts 

Alphatype Corporation 300A High St. Standard and Segmented Discs Technographics/Film Fonts 

7711 N. Merrimac Avenue Sutton, Surrey and Digitized Fonts Pressure Graphics, Inc. RO. Box 552 

Niles, Illinois 60648 SM1 PQ England 1725 Armitage Court Culver City, Calif. 90230 

(312) 965-8800 01-636-0474 Esselte Letraset Addison, Illinois 60101 (213) 870-4828 

AlphaSette and AlphaComp Font Manufacturer Letraset Limited (312) 620-6900 Toll Free: 800-421-4106 

Phototypesetting Systems St.Georges House Dry Transfer Letters Film Fonts, Studio Film Kits, 

CRS Digital Phototypesetter Fundici6n Tipografica 195/203 Waterloo Road and Alphabet Designers 
Neufville, S.A. London SE184J Prestype, Inc.. 

Artype, Inc. Puigmarti, 22 England 194 Veterans Blvd. URW Unternehmensberatung 

3530 Work Drive Barcelona-12 (01) 930-8161 Carlstadt, N.J. 07072 Karow Rubo Weber GmbH 

RO. Box 7151 Spain Dry Transfer Letters (201) 933-6011 Harksheider Strasse 102 

Fort Myers, Fla. 33901 219 50 00 Dry Transfer Letters 2000 Hamburg 65 

(813) 332-1174 Poster Types Letraset USA Inc. Pisies Elacteceked West Germany 

800-237-4474 Gccgraphice: ine 40 Eisenhower Drive P (040) 602 1071 

Dry Transfer Letters usec Paramus, NJ. 07652 28 Jens Juuls Ve} IKARUS—Digital Type Production 

Cut Out Letters RO. Box RA (201) 845-6100 DK 8260 VIBY J SIGNUS—Type Setting with Foils 
Blaine, WA 98230 Dry Transfer Letters Denmark 

Autologic, Inc. (206) 332-6711 Tel: 456-28 22 11 VisI-Graphics 

1050 Rancho Conejo Blvd. Dry Transfer Letters Linographics Laser Forms Printer 8119 Central Avenue 


Newbury Park, Calif. 91320 770 N. Main Street Washington, D.C. 20027 


(213) 889-7400 Graphic Products Corporation Orange, California 92668 Quantel Ltd. (301) 366-1144 : 
APS-4/APS-5 CRT Phototype- 3601 Edison Place (714) 639-0511 Kenley House Dry Transfer Letters 
setter Composition and Rolling Meadows, Ill. 60008 Display Typesetters, Kenley Lane 
Typesetting Systems (312) 392-1476 2" Film Fonts Kenley, Surrey Visual Graphics Corporation 
Formatt Cut-out Acetate Letters CR2 5Yr 5701 N.W. 94th Avenue 
Autologic SA and Graphic Art Aids Mecanorma England Tamarac, Florida 33321 
1030 Bussigny Pres Lausanne Graphics, Inc. 78610 LePerray-en-Yelines 01-668-4151 (305) 722-3000 


Designers and Manufacturers 
of Digital Television Broadcasting 


Manufacturer of Photo Typositor 
and Original Typositor 


Paris, France 
483.90.90 


Switzerland 
021/89.29.71 


16001 Industrial Drive 


Bobst Graphic Products and con cian Maryland 20877 Dry Transfer Letters Equipment; the Paint Box. Film Fonts 
Phototypesetting Systems ( ) “7790 
Manufacturer of Dry Transfer MegaCon, Inc. Ryobl Limited Xerox Corporation 
H. Berthold AG Systems 3925 Coconut Palm Drive 762 Mesaki-Cho Corporate Font Center 
Teltowkanalstrasse 1-4 Suite 115 Fuchu-Shi 701 South Aviation Blvd. 
D-1000 Berlin 46 — paelaishaeh acai Tampa, Florida 33619 Hiroshima-Ken 726 EI Segundo, Calif. 90245 
West Germany Division (813) 626-6167 Japan Mail Stop A3-23 
(030) 7795-1 208 Non-Impact Page Printing Systems Text/Display Phototypesetters (213) 536-9721 
Diatronic, ADS 3000, Diatext, RO. Box 2080 _ P 
Di ‘ Melbourne, Florida 32901 Mergenthaler Linotype Scangraphic Dr. Boger GmbH Zipatone, Inc. 
es DE Cie 305) 259.2900 Company Ri Strasse 112-114 
Staromat, Starograph (305) 259- issener Strasse 112- 150 Fencl Lane 
Fototronic 4000, TXT, 1200, 600 201 Old Country Road West Germany Hillside, Illinois 60162 
Berthold of North America CRT 7400, 7450 Melville, NY. 11747 (04103) 6021-25 (312) 449-5500 
610 Winters Avenue (516) 673-4197 Manufacturer of the Scantext Dry Transfer Letters 


Dr.-Ing Rudolf Hell GmbH 


Phototypesetting System, 
Grenzstrasse 1-5 yp g sy 


Frontend, Typesetter, Graphic 


Linoterm, V-I-P Linotron, Omni- 
tech CRTronic, Phototypesetting 


Paramus, N.J.07652 
(201) 262-8700 


Diatronic, ADS, Diatype, Haniel oy Equipment and Systems Page, Logoscanner, Interfaces 
i d Digital Fonts 

a (0431) 2001-1 Metagraphics and Digi n 

Digiset Phototypesetting Division of Intran Corp. Simulation Excel A.S. 
Cello-Tak Mfg., Inc. Equipments and Systems, 4555 W. 77th St. Dag Hammarskjolds vei 15 
35 Alabama Avenue Digiset-Fonts Edina, Minn. 55435 Oslo 5 
Island Park, L.I., NY. 11558 (612) 835-5422 Norway 
(516) 431-7733 Information International Digital Fonts for Xerox 9700 Tel: 47-2-15 66 90 
Dry Transfer Letters 5933 Slauson Avenue Microty; PAGEscan Digital Typesetter 

Culver City, Calif. 90230 ob pe = PAGEcomp Interactive Ad AUTHORIZED DISTRIBUTORS 
Chartpak (213) 390-8611 8 Faubourg St. Jean Make-up Terminal 

; : and Page Make-up Termina OF ITC TYPEFACES 
One River Road Phototypesetting Systems 21200 Beaune 
Southern Systems, Inc. AGFA-GEVAERT N.V. 

Leeds, Mass. 01053 International Business France ystems, BITSTREAM, INC 
(413) 584-5446 Machines Corporation Film Fonts Manufacturer 2841 Cypress Creek Road DATALOGICS INCORPOR, 
Dry Transfer Letters Alphabet Designers Ft. Lauderdale, Fla. 33309 ATED 

Old Orchard Road (305) 979-1000 DELPHAX SYSTEMS 
Compugraphic Corporation Armonk, NY. 10504 The Monotype Corporation Ltd. Electronic Printing Systems DICOMED CORPORATION 
‘200 Ballardvale Street Electronic Printing Systems Salfords, Redhill, Surrey, DIGITAL EQUIPMENT CORPORATION 
Wilmington, Mass. 01887 England Special Graphic Lettering DIGITIZED INFORMATION SYSTEMS 
(617) 944-6555 Redhill 6 5959 Systems Holland B.V. CORPORATION (GHENT, BELGIUM) 
EditWriters, CompuWriters, Visual Communications Lijnbaanstraat 13 EOCOM 
Text Editing Systems, Equipment P.O. Box 525 GENERAL OPTRONICS 
MCS™ 8200, 8400, 8600, 2220 AM KATWIJK CORPORATION 
Accessories and Supplies Holland KANEMATSU ELECTRONICS 

01718-26114/22871 LIMITED 


Dry Transfer Lettering SCITEX CORPORATION LTD. 


FOR FURTHER INFORMATION WRITE OR CALL: INTERNATIONAL TYPEFACE CORPORATION 2 HAMMARSKJOLD PLAZA, NEW YORK, NEW YORK 10017 (212) 371-0699 TELEX: 669204 
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Specimen booklets for each text/display typeface can be purchased from ITC. The order form for these specimen booklets appears on page 82 of this issue of USIc. 


TEXT/DISPLAY FACES y)-> 


DISPLAY FACES 


ITC AKI LINES® 
LUG Amnericam typewriter Outiime® 


ITC Bauhaus Heavy’ 
[iC Bauhaus heavy Outline® 
ITC Bernase Roman” 

ITC Bolt Bold’ 
ITC/LSC Book Regular Roman” 
ITC/LSC Book Regular Italic* 
ITC/LSC Book Bold Roman” 

_ ITC/LSC Book Bold Italic’ 
ITC/LSC Book X-Bold Roman” 
ITC/LSC Book X-Bold Italic’ 
MC Bookman Outline with Swash* 
ITC Bookman Contour with Swash’ 
ITC BUSCRAMA LIGHT® 
ITC BUSORAMA MEDIUM® 
ITC BUSORAMA BOLD® 
ITC Caslon Headline” 
ITC/LSC Caslon Light No.223° 
ITC/LSC Caslon Light No.223 Italic® 
ITC/LSC Casloa Regular No.223° 
ITC/LSC Caslon Regular No.223 Italic® 
ITC/LSC Caslon Bold No.223” 
ITC/LSC Caslon Bold No.223 Italic® 
ITC/LSC Caslon X-Bold No.223° 
ITC/LSC Caslon X-Bold No.223 Italic® 
ITC Cheltenham Outlime® 
ITC Cheltenham Outline Shadow’® 
ITC Cheltenham Contour® 
ITC Clearface Outline® 
ITC Clearface Contour’ 

ITC Clearface Outline Shadow? 
INC’ LSC Condensed® 
ITCLSC Condensed Nalic® 
ITC Didi® 
irc Eras Oucline® 
ITC Eras Contour’ 
ITC Fat Face® 
ITC Firenze® 
VC Franklin Gothic Outiline® 
IC Rrankiin Ouiline . 
ITC Franklin Gothic Contour ’ 
ITC Gorilla’ 
ITC Grizzly « 
ITC Grouch” 
ITC Honda™ 
[iC Kaoel Outhine® 
ITC Kabel Contour® 
ITr'C Korinna Bold Outline’ 
ITC MACHINE® 
ITC MACHINE BOLD® 
HC /I8¢ Manhattan™ 
ITC Milano Roman® 
ITC NEON® 
CARTON EE Rie 
ITC Rondo Light™ 
ITC Rondo™ 
ITC Ronda Bold™ 
Il Serif Gothic Bold Outline* 
ITC/L&C Stymie Hairline® 
ITC Toms Roman® 
ITC Uptight Regular® 
ITC Uptight Neon® 
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The typefaces shown on these pages represent the complete collection of ITC Typefaces as of May 14, 1984. 
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NEW FROM ITC 
Larne] 


ITC Leawood™ 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Symbol™ 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Veljovic™ 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC American 
Typewriter® 
Light 

Medium 

Bold 

Light Condensed 
Medium Condensed 
Bold Condensed 


ITC Avant Garde 
Gothic” 


Extra Light 

Extra Light Oblique 
Book 

Book Oblique 
Medium 
Medium Oblique 
Demi 

Demi Oblique 
Bold 

Bold Oblique 
Book Condensed 
Medium Condensed 
Demi Condensed 
Bold Condensed 


ITG Barcelona” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 


Heavy 
Heavy Italic 


ITC Bauhaus” 
Light 

Medium 

Demi 

Bold 


ITC Benguiat” 
Book 

Book Italic 

Medium 

Medium Italic 

Bold 

Bold Italic 

Book Condensed 

Book Condensed Italic 
Medium Condensed 
Medium Condensed Italic 
Bold Condensed 

Bold Condensed Italic 


ITC Benquiat Gothic” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 

Heavy Italic 


ITC Berkeley Oldstyle™ 
Book 

Book Italic 

Medium 

Medium Italic 

Bold 

Bold Italic 

Black 

Black Italic 


ITC Bookman” 
Light 

Light Italic 
Medium 
Medium Italic 
Demi 

Demi Italic 
Bold 

Bold Italic 


ITC Caslon No. 224” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Century”® 
Light 

Light Italic 

Book 

Book Italic 

Bold 

Bold Italic 

Ultra 

Ultra Italic 
Light Condensed 

Light Condensed Italic 
Book Condensed 

Book Condensed Italic 
Bold Condensed 

Bold Condensed Italic 
Ultra Condensed 
Ultra Condensed Italic 


ITC Cheltenham” 
Light 

Light Italic 

Book 

Book Italic 

Bold 

Bold Italic 

Ultra 

Ultra Italic 

Light Condensed 

Light Condensed Italic 
Book Condensed 

Book Condensed Italic 
Bold Condensed 

Bold Condensed Italic 
Ultra Condensed 
Ultra Condensed Italic 


ITC Clearface® 


Regular 
Regular Italic 
Bold 

Bold Italic 
Heavy 

Heavy Italic 
Blac 

Black Italic 


ITC Cushing” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 
Heavy Italic 


ITC Eras® 
Light 
Book 
Medium 
Demi 
Bold 
Ultra 


ITC Fenicee 
Light 

Light Italic 
Regular 
Regular Italic 
Bold 

Bold Italic 
Ultra 

Ultra Italic 


ITC Franklin Gothic® 


Book 

Book Italic 
Medium 
Medium Italic 
Demi 

Demi Italic 
Heavy 
Heavy Italic 


Friz Quadrata 


Friz Quadrata 
Friz Quadrata Bold 


ITC Galliard” 


Roman 
Roman Italic 
Bold 

Bold Italic 
Black 

Black Italic 
Ultra 
Ultra Italic 


ITC Garamond™ 
Light 

Light Italic 

Book 

Book Italic 

Bold 

Bold Italic 

Ultra 

Ultra Italic 

Light Condensed 

Light Condensed Italic 
Book Condensed 

Book Condensed Italic 
Bold Condensed 

Bold Condensed Italic 
Ultra Condensed 
Ultra Condensed Italic 


ITC Isbell” 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 
Heavy Italic 


Italia 
Book 
Medium 
Bold 


ITC Kabel’ 


Book 
Medium 
Demi 
Bold 
Ultra 


ITC Korinna’ 


Regular 

Kursiv Regular 

Bold 

Kursiv Bold 

Extra Bold 

Kursiv Extra Bold 
rained 

Kursiv Heavy 


ITC Lubalin Graph’ 


Extra Light 

Extra Light Oblique 
Book 

Book Oblique 
Medium 

Medium Oblique 


Demi 

Demi Oblique 
Bold 

Bold Oblique 


ITC Modern No. 216" 
Light 

Light Italic 

Medium 

Medium Italic 

Bold 

Bold Italic 

Heavy 

Heavy Italic 


ITC New Baskerville” 


Roman 

Italic 

Semi Bold 
Semi Bold Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Newtext” 
Light 

Light Italic 
Book 

Book Italic 
Regular 
Regular Italic 
Demi 

Demi Italic 


ITC Novarese® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Ultra 


ITC Quorum” 
Light 

Book 

Medium 

Bold 

Black 
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ITC Serif Gothic” 


ITC Souvenir® 
Light 

Light Italic 
Medium 
Medium Italic 
Demi. 
Demi Italic 
Bold 

Bold Italic 


ITC Tiffany 
Light 

Light Italic 
Medium 
Medium Italic 
Demi 

Demi Italic 
Heavy 
Heavy Italic 


ITC Usherwood™ 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Weidemann”™ 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Zapf Book’ 
Light 

Light Italic 
Medium 

Medium Italic 
Demi 

Demi Italic 
Heavy 

Heavy Italic 


ITC Zapf Chancery” 
Light 

Light Italic 

Medium 

Medium Italic 

Demi 

Bold 


ITC Zapf International” 
Light 

Light Italic 

Medium 

Medium Italic 

Demi 

Demi Italic 

Heavy 

Heavy Italic 


Ready for grea 


Comp/Edit and Varityper are registered trademarks and 
Spirascan and “type” are trademarks of AM International. Inc 
® 1984 AM International, inc 


Jigital type? 


There is a unique reason why Varityper digital type 
is the highest quality in the world. 

The reason is the Spirascan technology. This 
patented process is based on the innovative Purdy & 
Mcintosh spiral development. It assures the creation of 
high-precision images that are essential to perfectly 
formed characters in every size and style. 

And with Varityper digital, there are a lot of sizes 
and styles to choose from: 163 standard on-line sizes 
from 4 to 85 point (characters without descenders can 
be set as large as 99 point). Today, the growing Varityper 
digital library is one of the largest in the world. 

You get tremendous design versatility, too. You 
can expand or condense type, and slant it to the left or 
rightin one-degree increments up to 45 degrees. 

With Varityper digital, the possibilities for outstanding 
work go to the very limits of your creative imagination. 

We'd like you to see for yourself just how outstand- 
ing Varityper digital is. For an actual sample, return the 
coupon or call toll-free 800-526-0709 or 800-526-0767; 
in New Jersey, 800-452-9763; Canada, 416-298-2700. 
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Allied Typographers AlphabetShop Andresen Typographics Andresen Typographics Archetype Arrow Typographers 
New York, New York _— Atlanta, Georgia Los Angeles, California Orange County, California’ Minneapolis, Minnesota Newark, New J ersey 
212-246-6940 404-892-6500 6th Street 213-384-2525 714-540-7144 612-292-8527 201-622-0111 
Melrose Ave. 213-464-4121 


Where to find your 


= .)<.-— 2 


XS a 


es 


Composing Room of Composition Systems Connell Typesetting DeLine-0-Type Design Typographers Design & Type 
New England Falls Church, Virginia Kansas City, Missouri Chicago, Illinois San Francisco, California 


Boston, Massachusetts 703-237-1700 816-842-1484 714-639-2562 312-329-9200 415-495-6280 
617-742-4866 
) 
LO Late 
Gorman’s Typesetting Granite Graphics Graphic Composition Great Faces Harlowe Typography J&L Graphics 
Bradford, Iinois New York, N.Y. Menasha, Wisconsin Minneapolis, Minnesota Cottage City, Maryland Northbrook, Illinois 
309-897-4051 212-772-0364 414-739-3152 612-339-2933 301-277-8311 312-272-8560 
Rutherford, N.J. 
201-438-7398 


Photocomp RB Photographic Design — Phototype House PM Typography PolaGraphics 
Montreal, Quebec Syracuse, New York —_ Hollywood, California Campbell, California Vancouver, B.C. TypeGraphics 
514-933-6789 315-474-5308 213-933-9124 408-374-0743 604-685-6592 Cincinnati 513-621-4480 
Louisville 502-585-3413 
eee as 
a Gi 


(= 
s Limited The Firm of 


- ) 
Southwestern Spectrum Composition Stamford Typesetting Techni- 
Typographics 


Toronto, Ontario Christopher Wren 
213-749-8066 Dallas, Texas 416-363-2493 Newport Beach, California 
214-748-0661 714-851-2211 


¢ 


Typesetting Service Typeware Typographical Service Typographic Service 
Providence, Rhode Island Austin, Texas Fort Lauderdale, Florida — Los Angeles, California Dallas, Texas St. Louis, Missouri 
401-421-2264 512-346-4331 305-772-4710 213-749-8383 214-630-2800 314-647-8880 


For more information and a complete listing of all the characters in TIA, contact Typographers International Association, 2262 Hall Place NW, Washington, DC (202) 965-3400. 


Artspec Imaging Better Graphics Bold Faces Burns Typesetting Chiles & Chiles Cliff Typographers 
Auckland, New Zealand Crystal Lake, Illinois Santa Monica, California Inglewood, California Dallas, Texas Los Angeles, California 

649-790-272 815-455-3830 213-938-9160 213-678-7763 214-690-4606 213-487-4452 
te charac @ 


Estelle Bair etCETERA Typography General 


DG&F Typography — Eastern Typesetting Elizabeth Typesetting 
Columbia, South Carolina Hartford, Connecticut Kenilworth, New Jersey Composition Orlando, Florida Typographers 
803-799-9140 203-528-9631 201-241-6161 Blue Bell, Pennsylvania 305-841-0384 Washington, D.C. 
215-542-7790 202-546-1400 


d-—> 


—'- 


5a be me ( > iy 
L.A.Fonts Typography Mercury Typography Monotype Composition Omnicomp Pearson Typographers ~ Phil’s Photo 
0, California Chicago, Illinois Washington, D.C. 


Los Angeles, California San Francisco, California Boston, Massachusetts San Francise 
213-204-2777 415-864-1338 617-269-4188 415-398-3377 312-449-5200 202-293-2214 
eo 
e a ) 


DP Ge moo! : 
Rapid Typographers Rochester Mono/ Ruttle Shaw & Wetherill Set to Fit sharpgraphics Shore Typographers 
San Francisco, California Headliners Philadelphia, Pennsylvania Stamford, Connecticut Kansas City, Missouri Chicago, Illinois 
415-982-6071 Rochester, New York 215-627-5710 203-325-8800 816-931-1683 312-588-4383 


716-546-1690 


—_— 


ee as 


“IN 


COD" 


The Typé Gallery The Type House + 
Evanston, Illinois Seattle, Washington Duragraph Chicago, Illinois Washington, D. C. Cleveland, Ohio 
312-328-2211 206-285-6333 Minneapolis, Minnesota 312-421-4313 202-667-3420 216-241-2647 
612-588-7511 
7o D0 
Cou 4 y ay) ss Pyne 
aw: 


U.S. Lithograph Valley Typesetting Weimer 
Typographers Don Mills, Ontario 
Newton, Massachusetts 416-445-3830 


New York, New York — Hyattsville, Maryland 
212-673-3210 301-699-3333 


Typographers International Association. 
We set the standards. 


317-635-4487 
617-964-7700 


Trade Typographers Typesetting Service 


Wrightson York Typographers 
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raordinary type of quality 


exclusively from Mergenthaler Linotype, of course! 


The Linotronic 300 character reproduced above 
is magnified 400%, yet the edges are crisp and 
sharp...no stairstepping, no jaggies. Try this with 
any competitive digital typesetter ... you'll be 
amazed. 


If you count yourself among the graphic industry's 
meticulous professionals, the Linotronic 300 was 
designed for you — an ingenious combination of 
new font technology, lasers and raster image pro- 
cessing has resulted in a breakthrough in digital 
image quality. 


The Linotronic 300 is a perfect complement 
to the continually expanding CRTronic family. 
Flexibility and capacity for growth are built 


in...each Linotronic 300 will accommodate up to 
four workstations. You can use your existing 
CRTronic fonts with the Linotronic 300 plus 
Mergenthaler Linotype’s exclusive new fonts. 
These fonts have been developed to maximize 
the exceptional capabilities of the Linotronic 300 
typesetter. 


Excellence in type...an easy to use system that 
grows with you...a century of innovation and 
leadership...Mergenthaler Linotype! 


If you'd like to know more, call us 

collect at (516) 673-4031 or write: Allied 
Mergenthaler Linotype, 201 Old Country Rd., 
Melville, NY 11747. 


Mergenthale 
LLIED tie 


: ah ian in in the series e! 


“Too cold, eh? How 
about softening the 
look with Edwardian?” 


“\/alter? I've been — 
thinking. Ambassador 
is terrifically fresh... 
“OK. I've got it now. 
Absolutely no doubt. 


Bramley...5weights... 
soft, legible.” 


“Crillee's on the ) 
national news, Walter” Useit” 
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Nearly 100 years ago, Ottmar Mergenthaler demonstrated the first 
line-casting typesetter to the publisher of The New York Tribune. “Ottmar,” 
he exclaimed, “you've done it. A line 0’ type!” Today, Mergenthaler 
Linotype continues to set the world’s standard of excellence in typography. 


When you specify Mergenthaler type, you are selecting the world’s most 
comprehensive library from Mergenthaler, Linotype, Stempel, Haas™. We 
are the only typesetting equipment manufacturer in the United States who 
regularly commissions typeface designs. We have enlisted the services of 
the world’s top typographic designers to enlarge our library and increase 
your productivity and creativity — names like Matthew Carter who designed 
ITC Galliard™ and Snell Roundhand™. In addition, we license the best 
typefaces from studios and foundries throughout the world. We offer 
original designs from Benguiat, Benton, Cassandre, Dwiggins, Excoffon, 
Gill, Goodhue, Goudy, Griffith, Gurtler, Hollenstein, Lubalin, Miedinger, 
Morison, Novarese, Renner, Ruzicka, Tracy, Tschichold, Weiss, Zapf 

and more. 


It was a Mergenthaler Linotype product that established the artistic 
credentials of each new typesetting technology. The Linotype, for 


Versailles ™ 


Versailles is an eight weight type family designed by Adrian 
Frutiger in 1982. Before he started working on it, Frutiger made 
a thorough study of the French Latin typefaces of the 19th cen- 
tury. The common feature of these typefaces, which are the most 
popular in the romance countries of Europe, are their so-called 
triangular serifs. In his Versailles, Frutiger gives the forms of last 
century's Latin typefaces a modern interpretation. A union of old 
and new in the most complete library of original typefaces. 


Versailles Light 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 12345678910 
Versailles Light Italic 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 12345678910 

Versailles 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 12345678910 
Versailles Italic 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 12345678910 
Versailles Bold 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 12345678910 
Versailles Bold Italic 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklImnopqrstuvwxyz 12345678910 
Versailles Black 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 12345678910 
Versailles Black Italic 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijkImnopqrstuvwxyz 12345678910 


This ad was set on a Mergenthaler Linotype typesetter. Mergenthaler, Linotype, Stempel, Haas, Snell 
Roundhand, Linotron, and Versailles are trademarks of the Allied Corporation. 
Copyright 1984 Allied Corporation. 


Mergenthaler Linotype is 
pographic excellence. 


example, convinced typographic purists that machines could indeed set 
beautiful type. Our VIP proved that fine typography could be created 
photographically. And Mergenthaler’s line of Linotron™ CRT products 
moved the world into the era of invisible, digital fonts. 


Just as an artist needs a near-infinite palette of colors to select precisely 
the right hue for printing, an art director needs an enormous palette of 
typefaces. Mergenthaler Linotype continues to enhance your palette with 
new, high quality type designs. Two inspirational additions to our digital 
library, Versailles and Clearface Gothic, appear below. 


Mergenthaler Linotype’s commitment to ‘excellence in type’ means 
providing you, the high quality segment of the graphic arts community, 
with the faces, equipment and support needed to create fine typography. 


For information about these type designs or any of the faces in our library, 
call one of our type specialists. Toll free, 800-645-5764. In New York State, 
800-832-5288. In Canada, 800-268-2674. 


Clearface Gothic 

Clearface Gothic is a five weight type family based on M. F. Benton’s 1908 
design. The Clearface Gothic family has been produced by D. Stempel AG, 

of Frankfurt, Germany. Contemporary computer technology has been used to 
develop the light, medium, bold and black weight. We think it is a fine 
addition to your library. 


Cleartace Gothic 45 Light 


ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijkimnopqrstuvwxyz 12345678910 
Clearface Gothic 55 Roman 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijkimnopqrstuvwxyz 12345678910 
Clearface Gothic 65 Medium 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijkimnopqrstuvwxyz 12345678910 
Clearface Gothic 75 Bold 
ABCDEFGHUKLMNOPQRSTUVWXYZ 
abcdefghijkimnopqrstuywxyz 12345678910 
Clearface Gothic 95 Black 
ABCDEFGHUKLMNOPQRSTUVWXYZ 
abcdefghijkimnopqrstuvwxyz 12345678910 


AANUUED Linotype 


There’s No Place 
Like...S.A. 


Recently, Patricia Kiesling 
went to South America for her 
own freelance project on the 
Amazon Indians. On a more 
regular basis, this Philadel- 
phia school graduate can be 
found at HBO (Home Box Of- 
fice), doing graphic design. 


Design du Jour! 
Lee Corey, a Fort Lauder- 
dale graduate, served up this 
poster for the Art Directors 
Club of New York. Lee now 
heads his own Madison Ave- 
nue design studio. 


“Red” Is in the Black 


Laura Weldon, better known 
as “Red,” really knows how to 
take care of business. Even 
her telephone answering ma- 
chine gets to the point. “At the 
sound of the beep, you have 
one minute to speak, and 
thank you for calling Red 
Crayon Graphics.” A 1978 
Art Institute of Atlanta grad- 
uate, “Red” built her own 


business based on her concept 
of the ideal studio: small, art- 
fully decorated, fun and 
growing. She’s been quite 
successful and working hard, 
and has cause to celebrate. 
After completing an outdoor 
billboard for her first national 
advertiser, she invited friends 
and clients alike on a car trip 
to view her handiwork! 


Senior Designer 
Changes 
His Stripes 


After four years with Ballan- 
tine Books in New York, John 
Manders has joined Zebra 
Books. There, heading his 
own department, he’ll ride 
herd on every promotional 
assignment from brochures to 
point-of-purchase materials. 
After graduating from the 
Pittsburgh school in 1979, 
John decided to go where the 
grass was greener and mi- 
grated to the Big Apple. 
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The James Gang Rides Again 


Two Colorado Institute of Art 
graduates have come to roost 
in and around Phoenkx. Both, 
as chance would have it, are 
named James: James Hoes- 
chler and James Rendek. And 


She’s at Home 
In Model Homes 


Lorre Rother, Art Institute of 
Houston graduate, is a pro- 
duction artist for the Quest 
Corporation in Houston. She 
knows model homes from the 
inside out and skillfully pre- 
pares camera-ready art of 
floor plans and vicinity maps. 
Lorre returns to school some- 
times for Portfolio Reviews. 


both are art directors at Hu- 
telmyer and Lavidge, where 
their many talents are called 
upon for advertising, market- 
ing and public relations as- 
signments. 


Made in America 
Design Contest 
Is Won Handily 


While a student at the Seattle 
school, and working part time 
for Wes Design, talented Joan 
Nielsen created the nation’s 
first universal ‘‘Made in 
America” symbol. This is no 
small feat, as entries came 
from more than 50 schools. 


We teach our students more than design and art. We teach work. 


Career preparation: That’s what The Design Schools are all about. Students here 
receive intensive classroom instruction, including professional-level assignments 
that challenge them to solve art, design and production problems under deadline 
pressures. Students attend classes five days a week, all year round. After two years, 
they graduate, fully prepared to work productively for you the first day on the job. 
The Design Schools Employment Assistance Off ices in eight cities are ready to 


ee eS 


| For immediate attention to your staffing needs, call 


Toll free 1-800-245-6710 


[| Please contact me— 
I have a current 


Please send the free 
bulletin about 


The Design Schools 
graduates and talent pool. 


help fill your staffing needs. Fast. Call the toll-free number or mail the coupon. (or future) job opening. 


NAME 
Art Institute of Atlanta ( ) 
Art Institute of Dallas COMPANY BUS. PHONE 
wi Art Institute of Fort Lauderdale aaene 
Des ni Art Institute of Houston 
Art Institute of Philadelphia CITY STATE ZIP 


Art Institute of Pittsburgh 
Art Institute of Seattle 
Colorado Institute of Art 


Send to: Edward A. Hamilton, Design Director 
The Design Schools 


101 Park Avenue, New York, NY 10178 29 


Schools 
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“If want to make it in New York, isi 
alright to say I still like Ryder?” 
Marcia Wilk has many fond memories of workin 


in 
Chicago. Especially, while she’s being overworked in NewYork. 
“When I first came to NewYork, thought everyone here was 
pushy and aggressive. 
“They are. Wanna make something of it? 
“But one thing about us New Yorkers. We 
respect —e work no matter where it comes from. 
“Ryder is a good type house and I miss them. 
The quality of their work was terrific The service 
was great. And the lady who answered the phone 
was friendly 
a “came to NewYork looking for fame and 
fortune. But it took a typographer in Chicago forme to get my 
picture in the paper” 
Ryderlypes, Inc. 500 North Dearborn Street 
Chicago Illinois 60610. Telephone (312) 467-7117 


Exclusive Chicago area agents for Headliners® and Identicolor® processes. Member: Advertising Typographers Association. 
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WALBAUM STANDARD 


BERTHOLD EXCLUSIVE TYPEFACES 


abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMN OPQRSTUVWXYZ 
AaedoceBUAALOGHU1234567890% 
C,32tlee=)[?"* ra] t+ —=/GSEF*&G 


: albaum Standard is the contemporary 
. version of the 8 and 10 point faces cut by 
eases hand in 1804 by J.G. Justus Erich 
Walbaum of Weimar. Walbaum Standard is avail- 
able from Berthold only. 


= 


erthold Exclusive Typefaces are a range of designs for 

photosetting which you will find nowhere else. Our 
=== UNique program now comprises 25 type families with a 
total of 125 fonts, and Walbaum Standard is among them. 
A free specimen is as near as your nearest mailbox. 


Please write to: 
Berthold AG, Teltowkanalstr. 1-4, 
D-1000 Berlin 46, West Germany 
na from overseas to: 

lphatype Corporation, 
771 N Mantirsae Avenue, 
Niles, Illinois 60648 


W.A.F. 


FROM BERTHOLD ONLY 
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Building a strongly com- = typefaces in use today: 
petitive working type - = the industry favorites, 
library is one of the most - newer families that are 
important decisions a in demand, as well as ITC 
typographer has to make. typefaces and licensed 
Whether you operate designs from foundries 
your own typesetter or throughout the world. 
specify type, Compu- To learn how Compu- 
graphic Corporation graphic’s specially priced 
offers one of the largest typeface packages can be 
digital type libraries in a revenue generator for 
the industry. your business, contact 
You can choose from your Compugraphic Type 
over 1,500 of the most Specialist or call today at 
versatile and accepted 1 (800) 225-0924. 


ina 


Gg Ccompugraphic”’ 


Compugraphic Corporation, Type Division, 66 Concord Street, Wilmington, MA 01887 


Nothing, absolutely nothing, 
sets display type better than a 


[Proto Fupositor 


Introducing the incredible new Photo Typositor and hundreds of fonts that can be used to set 


3200—“The Professional’: foreign languages. 
With advances that make it faster, easier, and If you are intrigued with the possibilities of 
more convenient to operate than ever before. this unique typesetting instrument, call or send in 
Advances such as a single-wheel font drive, the handy coupon. We'll see that you get more 


internal 2-solution processing, electronic solution information. 
feed, indexed composition bed, and simple 
paper drive. — 

Allthis—plus atremendous versa- [gue , . 
tility that actually enabled us to produce ff | phototypositor 3200 | 
the headline in this ad from just one | __ 
alphabet, in normal room light, without 
a darkroom or plumbing! 

Characters were enlarged to 144 pt., 
reduced to 18 pt., bounced and stag- 
gered, visually spaced tight and loose, 
expanded and condensed, italicized 
and backslanted. We even set one letter | 
inside another. 

In fact, you can actually get 
over 2800 wonderful variations 
from a single inexpensive 2" 
film font! e | - “ 

And there are more than 4 | Sr 
2500 different super designs in SS 
the Photo Typositor 3200 library, 
including textures, 
shadows, borders, 
symbols, dingbats, 


ae 


Organization —— $$ a 
Call Us Toll-Free 
Address_—————<#£#£_ —<_$_£_€£_ sees 


1-800-327-1813. City/State/Zip —— $£@£$£$£@$£ @_$@_ _ <_< <_< 


IN CANADA (416) 533-2305. Phone____$_$_$_<_———_———————————————————— 


VISUAL GRAPHICS CORPORATION Please tell me more about the new Photo Typositor 3200. 
| ® VGC Park, 5701 N.W. 94th Ave., Tamarac, FL 33321 : 
Name______{_{?__?_?__?____ —__ Title 


U&iC-2/85 ] 
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Hee Sampler 


Crescent 


QUALITY 


Crescent Cardboard Company, P.O. Box XD, 100 W. Willow Road, Wheeling, Illinois 60090 


OF FACES 
THAT RAISE 
THOUGHTS 
TO NEW 
HEIGHTS? 


\ 


THIS Now you can have Alphatype’s most current typeface information at 
your fingertips to use as a reference tool, or when 


HIGH-FLYING you spec or order type. Just take your choice of the 


OFFER typebooks listed in the coupon below, and mail it to Alphatype. 
Many of the faces featured in our CRS typebooks are available 


IS JUST only from your local CRS Type Master, a member of a select group 
that uses the Alphatype 
YOUR CRS typesetter. We'll be 


ee 


Please rush me the following 


glad to send you the name typebooks, in the quantities listed below: 
of your nearest Type Master on request. 
You might also want to order an ia The Alphatype TC] The Alphatype Type ia Berthold Body apes E2 
Type Master’s Book of Master’s Book of Faces. A Book. A compilation of typeface 
assortment of world famous Berthold One-line Showings. A two-volume typebook set showings for the Berthold 
typebooks which feature over 827 text compilation of all current displaying each CRS typefacein —_Diatronic font grids. 
f d 1400 displ f CRS typefaces displayed all available point sizes. $50.00 per book. 
aces and over isplay faces. But in 14 point type. $75.00 per two-volume set. [Berthold Headlines E3 Book. 


S10.00 cack: A compilation of typeface showings 


for the Berthold Staromat headline 
setter. $40.00 per book. 


C Please send an international 


——— el — 
Company listing of the Alphatype Type Masters. 


whatever books you choose, you'll get a 
collection that’s just your type. 


Name 


oO A personal or business check 
alphatype. were JusT YOUR TYPE. Rares made payable to Alphatype is 
enclosed. (Please include $2.00 per 
book for postage and handling.) 
Allow four weeks for delivery. 


Send to Alphatype Corporation, 7711 N. Merrimac Avenue, Niles, IL 60648. ale 2/85 


iT 


Alphatype Corporation, a member of the Berthold group, 7711 N. Merrimac Avenue, Niles, IL 60648, 312/965-8800, 


Alphatype Canada, Inc., a member of the Berthold group, 190 Amber Street, Markham, Ontario L3R 3J8, 416/475-8570. State 


©Alphatype Corporation 1984 
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Monotype Typography 
Typographical and Technological Leaders since 1897 


Monotype introduced the first typesetter in 1897 with 
advanced technology. Today we lead the graphic arts with 
the advanced technology of Lasercomp. 


Monotype Typography for Newspapers 


We have supported the newspaper industry since 1933. 
Monotype now leads with NIMROD, the typeface developed 
specifically as digital type for modern newspaper print technology. 


Monotype Typography for Books and Magazines 


Our high reputation has been built on the long-standing 
mastery of typographic excellence. 


Monotype Typography for Business Equipment 


Our skillfully modified low resolution output enhances 
computer and electronic media in today’s competitive 
business machine market. 


Monotype Typography for Language Setting 


We pioneered typesetting in non-Latin alphabets, 
helping to spread literacy in cultures outside the Western World. 


Albion & Arnerican ‘Typewriter & Arrteraleenel Typewriter & American Typewriter & American shypowriter & American Typewriter & ATieric: 
American Typewriter & Apollo & Apollo & Apollo & Ashley Script & Avant Garde Gothic & Avant Garg teMallen a relat Garde Gothic & Avq 
Avant.Garde Gothic & Avant Garde Gothic & Avant Garde Gothic & Avant Garde Gothic 8 Avant Garde Gothic & Avant Garde ¢ 
AVON Te[ Coleone Leela creiee(-\Gothic & Avant Garde Gothic & Avant Garde Gothic & Avant Gays Gothic & Avant Garde Gothic & ?anzoam 
BaskervWQR@ A M@aMUge 0) eae litte Baskerville & Baskerville & Baskerville & Be|| Got aed Gothic & Bembo& BARE staan 
toute Bembo& Henquiat & Benguiat& senguiat & Benguiat & Benguiat & Benguiat & Benquia@@euge ion fol igllenvast>nguiat Gotr 


Benguiat (feldaetdieueUiriactrautaea:tiguiat Gothic & Blado& Bodoni& Bodoni& Bodoni & BARTER & Biloni & Bodoni & Boa) vie vencd si4 
Bookma @sfefel i nclikes sfele) ent teeeslookman & Bookman & Bookman & Bookmar' & Bookilan & Bch Senet & CAR INET AG 
Caledoni QQ Gin ia tier lee Chte wa @aaconia & Calvert & Calvert & Candida & Candiddhtenre tia S Candida & CandiC(Ra@anan 
elas Century a@entury & Century & Sentury Schoolbook & Century Schoolbook &{@famattad Sct orale ae OMe choolbook & 
Century Aetildaga & Celtatta aera tery ier) & Century Schoolbook& Century Schof lyn ae Clay maeeistyetasarendon &C! 
ClarendouQs@teticte & CXeraO verted Clearface & Clearface & Clearface & Clearfzt¢4ae Pierfache Clearface Gothic fa[>yarram 
ats larte. Gothic & ety Pr Black & Jc 5 ip & Egyptian & Egyptienne ‘F’ & Egy ptiaie@aas Egypistyieie ae iA pgiienne ‘F’ & 
Egy ptieny (ag gacas hrhard(gaaa ine ane ebadt & Ehrhardt & Engravers Old English & Meese & rage sete te Eee teas & EUro: 
Euros Se lrostil ax caotoarg meacelsior & Excelsior & Falstaff & FGnenay Nice & POMC a ea ere va ice & Fenice 
Fenice & XUVCRS Fenice Syenedgeliond gel th FOLIO & Forte & Fournier & Fournier & MENA Hothic & mgeladamerediexcagcanklin Gothi 
Franklin (hited a anklin Gcdimaae ul aikeriisic & Franklin Gothic & Franklin Gort tex 2 anklin “ody rea paneimetund Face & 
French RQUQUATGGS Futura & Ra Rago & Futura & Futura & Garamond & LALLY & Garam CAC NO CRACE ramond & G 
Gill Sans Sf@IESeiS & Gill Sans RETRY TET BY Ee Gill Sans & Gill Sans & Gill Sanda tl hee ns & G) LESAN Sr elitessca id Style& G 
Gloucesteg@geitelticester & GMa in Gea joudy Modern & Goudy Modern &£QMuixt & Goudy Meh A eaeretehmOld Style & 
Goudy OFINMARSE) 0 tesque & CHGS CcR Rs Grotesque & Grotesque & GOCNTER Grotesqueeaaics Tike Cridline & Hely 
Helvetica WiaeMeatiea & Helvetica AEIMeemaiaieeks Helvetica & Helvetica & elvetica SVE Ral blvetica sé Helvetica Siete 
Helvetic Ya UiTita & Helvetica Ma [1-1 et ea Cvetica & Helvetica & Helveli(e RA || vatica & We ReaHelvetica Inserat & -\Alvenienmca(e 
helvetica telat -xe Icone & ImpriQawhaasiaee teosnt & Imprint & lonich@enae Isbell &Isbel RS Quis Cyd Raltalia & Italiz 
Italia & ItEMe (iif & Italian Old Stim meliaye & Italian Old Style S(UrEmOld Style & KlantRaxoasueheatnttna & Korinne 
Korinna S,@@uGet Korinna & Kori eg Coenen, Orinna & | ightiine GotiaRavalner & Melior & Mele Mercarius Bol IG Tae 
Meridieni@tagiiian & Meridien & M@gCiG Rea ytaninees V7 odern & Moderni@avaiay n & Modern & Mi NRCan ern & Meridi 
ine GAM aa uzeit’S’ & Neuzeit RGN meee & New Clarenetse@antews Gothic & NevgmeimionacMeatiitnic & News C 
News Gowilteaatas Gothic & News Platine elites News Plantin S\en dantin & Newtex ihe NeawasebamtaNievtext & Ne: 
Newtextiitigas xt & Newtext & NeW@s aaa Sei co eax Nimrod & MiaggaekaNimrod & Nimraeeaenennraeritian & lb En 
Old Engle MINE d Style & Old Stvle MOG ag eel Style & Opting Rg@pigna & Optima & Optima aaa aaeletino & Palatin 
Palatino & WlRateae@ea latino & Pepita & PerpRRRG Re ene cag retua & Perpgareg@rotina & Photina & PhothER@ gine a tetina & Placari 
Placard & Pe RSME tin & Plancin & Planti@ genie enters & Planta weratin & Plantin & Platten Poliphilus & QUOMUEMaelleyae 
Quorum selieyatags Rockwell & Rock wel RG quieted avell & RMCOIRG ockwell & Rockwes kG CU WOM - Uy olewelll & Sa 
Sabon & SHARES Lon & Script Bold & Serif Gael aerit Gitte Gothic & Serif Gothic Shit TT eegsteivenir & Souver 
Souvenir QSnYan & Souvenir & Souvenir Syria onir SL te air & SPARTANS SP/Nea PARR ae N & SPAR 
SPAR TAR ES ye trum & Spectrum & Spectrum Segoe RS SUC. Biting iffany Tiffamy & Times eonehnwaires New Ron 
Times Ne MINQHTGE: Times New Roman & Titi OLR MULLIN Noman & Times New Roma Ra Wiese timan & Times 
Times New RQOnenine@e mes New Roman & Times New ROG WAVES NT EAN LOHVELOS & Typewriter & UnivggSReganyaaxcauniens & Univers &\n 
Univers & Vi CeeTatNe rs & Univers & Univers & UNE eta Olathe rs & Univers & Univershe Wee eae Univers & Ur 
Univers & Ufa & Univers & Univers SUNG LE yau due Coma They Elongated & Wolters Map Face Q@A Mitel) MwA @BOOK & Zapf 
Zapf Boo QeAlyMsinok & Zapf Book & Zapf BoOMRBAT LES Uti) ee CAB pok & Zapf Chancery & Zapf Chepea eral a Mamet ional & Zap 
Zapf Inte MT@qgnyags Zapf International & VAN @tnternational & 20th Cefimweln Century & 20th Cen go er tig aca Oth Century & 4 
20th Century Ketel eetatury & 20th Century & 20th Century Seems a aerl th Century & 20th Century SLT ey TT arth Century | 


i= Natiic & ap | Mrabic& = ) Arabic & 3 j Arabic & POALNCEPL Va ESale 30008 Burmese & ER Chinestas KYTITAI Oc optic & aaa 
2 ret Gre agari & S aaanret Cree wACOlM-Cillc Gaelic& f “Colm-Cille Gaelic & 0b jomy @™ ‘Georgian & Fada AA es 
Jadhch dite hee lagolitic & 1L6ev2td| Gujerathi & AGALAL Gujerathi & Peet) VIN Hebrew & oo [2% 9 WONCUCASEUNN | IALICK Old Bulgarian & Re PHAAHIL 
MEDIA AIL A Old Bulgarian ARN \. Syriac Estrangelo & EhIL LL Tamil & g Lblip mp pages) Ue Meen! & Kupiisinila Cyrillic & LAU 
ee ee meee UMM LUER yrillic& Kupiiauya Cyrillic Ay ganeane Cyrillic & Ki Te) Cyrillic & Kapunnuua Cyrillic & “EX vx7 x Gr 
NAA ae a Emel: &EAANVixya Greek & ENA Wana emegsaas: EAANVIKT|& Greek & “EAA DRM aS “EAAnvikia Greek & EAANVIKA 


- A _= > peed _~ e ~ et) 4 4 c n ie ~ * 79 VO VY LV VUOH 
EAANVIKT|G Greek & EAANVIKAG Gace OOM NUL Tea AANVIKYO. GEIR BANN ta megaaed EAANVIKAG Greek KKKKKKKKE More to come 
= ENGLAND FRANCE GERMANY USA Worldwide 
— Monotype Typography Sociéte Anonyme Monotype Monotype GmbH Monotype, Inc. subsidiaries and 
= Z A division of 127, Avenue de la Republique Postfach 60 05 80 509 W. GolfRoad agents in all 
The Monotype Corporation Limited 92129 Montrouge Arnsburger Strasse 68-70 Arlington Heights major countries 
Salfords, Redhill RH1 5JP 6000 Frankfurt 60 Illinois 60005 
Telephone 0737-65959 Telephone 1-6541054 Telephone 069-490016 Telephone (312) 593-5262 
‘Monotype’, 'Lasercomp’ and ‘Nimrod’ are registered trademarks of the Monotype Corporation Ltd Telex 917125 Telex 270516 Telex 412687 Telex 206583 © 1984 The Monotype Corporation Lid 
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WHAT THIS 
PRINTER'S CAMERA 
USEDTO DO FOR‘9.39 
THE MINOLTA 
BETA COPIER DOES 

FOR 4¢. 


The copier is the Beta 450Z from Minolta. And it's 
revolutionizing the way printers all over the country 
size type and artwork for layouts, paste-ups, mechan- 
icals and more. Because they don't have to go to the 
camera nearly as often. 

The reason is Minolta exclusive Beta zoom lens. 
It can reduce and enlarge to a virtually limitless 
range of copy sizes. From almost 50% larger than the 
original to 50% smaller. 

The dramatic cost saving isn’t the only reason 
why more and more printers are choosing the Beta 
450Z..There’ also the time saved. At many printers, 
up to an hour or two a day. 

And Minolta copy quality is, as always, superior. 
Whether the 450Z is doing the office copying jobs 
other copiers do. Or the special sizing jobs it alone 
can do. 

For more on how the Beta 450Z can make your 
life easier, see your Minolta dealer. Look in the 
Yellow Pages under the Minolta trademark. Or call 
toll-free 800-526-5256. In New Jersey, 201-342-6707. 

The Minolta Beta 450Z.The first copier in the 
world that sizes like a camera: 


C1 Please have my dealer contact me for a demonstration of the Minolta Beta 450Z's 
sizing capabilities. 
(Please send me more information. 


Name 


Title 

Company. 

A a EY 

State Zip________ Telephone ——_____________—_- 
Mail to Minolta Corporation, Business Equipment 

Division, 101 Williams Drive, Ramsey, NJ.07446. sor 


rave sei, Wl eh Sa Sai y LM a 


BETA. THERE’S NO OTHER COPIER ON EARTH LIKE IT. 
© 1984 Minolta Corporation 
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Baskerville Captured in Xerox “Electronic Printer 


Liat Friday, world famous John Baskerville was 
found rummaging through 256K memory 
boards harassing integrated circuits. This was 
in spite of rumors that he had been forced 
into retirement because of an allergic reac- 
tion to design marker fumes. 
Xerox *EP users became suspicious the week 


before, when footprints and neatly scrawled 

incoherent messages had been found scattered 
throughout sensitive documents. Accusations 

were flying as the scandalous activity persisted. 2 Fa 


Local authorities were notified. While in a hypnotic state, Baskerville 
They surrounded the printer on admitted to being haunted by ghosts 
Friday night, demanding the sus- of Morris Benton, Giambattista Bo- 
pect to surrender peacefully. Ac- doni, and Elvis Presley. Continuing 
cording to an eyewitness, “When research into the miraculous story has 
he (Baskerville) refused, they led scientists to believe that his tale 
used tear gas to flush him out.” may have an affect on the yet un- 


born type designers of the future. 
Evidence of Baskerville’s bizarre 


lifestyle was confiscated at the Public interest in the case has forced 
scene. A stylish living room set, that the printer be re-zoned immedi- 
matching Ferrari roadsters, several _ately and that Baskerville be released 
sequin suits, and eight Merg font from custody. He and the eight Merg 
families were removed from the font families have returned to the print- 
printer. The suspect was charged er, where they plan on remaining. 

with possession of goods and 

residing in a printer not zoned Se Fes 

for housing. ~ Staff Reporter 
abcdefghijklmnopqrstuvwxyz abcdefghykimnopgrstuvwxyz 


ABCDEFGHIJKLMNOPQRSTUV = ABCDEFGHIJKLMNOPQRSTUV 
WXYZ 1234567890 44A&$e 71) WXYZ 1234567890 z4fifl@$e?!DI1() 


WSTt% Ho@H \ |.,;-007m*? —_00* 181 £% Too @#! \ |.,:;-°°?"* 200A 
e+—-X+<>s2=%=~—-+- C+ —X4¢>52=H¢2~_74- 
abcdefghijkimnopgqrstuvwxyz abcdefghijkimnopgrstuvwxyz 


ABCDEFGHIJKLMNOPQRSTUV ABCDEFGHIJKLMNOPQRS TUV 
WXYZ 1234567890 HAA&$¢?I}I]}() WXYZ 1234567890 FSP PUES $ ¢? 19 11() 
18tt% Mo @H \ Lap eerrres —_ © A ISt£% %o@#/ Lars o_ © a 
O@+—-X+<>s2=FE~~-—H4- C+ -X+<>52=42~_F- 


XEROX 


Corporate Font Center A3-23 The Xerox Mergenthaler font samples shown here were originally 

701 So. Aviation Blvd. printed on a Xerox 9700 EPS. 

El Segundo, CA 90245 

(213) 586-9721 Character forms are stored within Xerox electronic printers at 300 
spots per inch and imaged electronically, upon demand. Each 

Baskerville 300TM is a trademark of Allied Corporation. page of output is a xerographic original. For more information 


about Xerox electronic printer fonts, please write or call. 


Xerox is a trademark of Xerox Corporation. 


INDIVIDUAL CLI 


Send for sample book 
and our long list of 
180to choose from... 


Now! Those who use camera- 
ready art only occasionally or 
whose art needs are confined to 
only one or two categories, may 
now order individual “Clip Books”! 
If you’re big into sports, we've 
eight different “SPORTS” books 
for you. Best of all, we offer 180 
different “Clip Books’—every- 
thing from “Announcers” to 
“Zanies’”—for as little as $4.50 
each. 

Choose from many hard-work- 
ing titles such as Holidays, Food, 
Menu, Symbols, Design Devices, 


wlk & 


CLIP BOOK OF LINE ART 


Graphic Arts, Ad Starters, Com- 
munications, Education, Drop- 
Ins, Executives, Industry, etc., etc. 
All with typically fine Volk art and 
impeccably lithographed on one 
side of “Kromekote” reproduction 
stock. Naturally, they're allin the 
easily filed 5x8-inch size. 

The current books are, of 
course, reserved for subscribers 
only as they're the commuters 
who keep this railroad running! 
But your selection is vast and 
each illustration is quite valid and 
the price is right! An entire book 
of illustrations for/ess than you’d 
pay for a sheet of rub-down let- 
tering. 


es 
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So send for your free sample 
book and the list of 180 others 
right now. Please enclose $2.00 
in acheck or cash which will be 
credited on your first purchase. 
This is to cover handling and first 
class postage. You’ve really 
nothing to lose but a long look, 
so send today! 


NOSTALGIC ART 


CHRISTMAS ART 


Plan ahead and save now! About 175 illus- 
trations, cartoons, borders, designs and 
decorative pieces in the greatest collection of 
Christmas art ever assembled, Everything 
imaginable and all the art you'll need to handle 
Christmas 1984. Loaded with handsome black- 
and-white camera-ready art 36 one-sided pages 
impeccably lithographed on cast-coated 
“Kromekote’” reproduction stock in size 82x11 
inches. Completely indexed. 


1001 GREAT GRAPHICS 
DESIGNS - ILLUSTRATIONS - CARTOONS - ONLY 9¢ EACH 


it's the biggest “Clip Book” we've ever done witha total 
of 180 one-sided pages, with 1001 incredible black- 
and-white line illustrations and especially lettered 
headlines! Designed especially for the custom printer 
with classifications ranging from A to Z, but it’s a wind- 
fall for anyone in advertising and printing. 
The pages are 8% x 11 inches with the 180 one-sided 
pages printed with our usual care on glossy “Krome- 
kote” reproduction stock. Punched for the sturdy, 
three-ring binder with pages easily removed for 
the camera. Fully indexed so that you can locate 
what you need in an instant. 
An amazing collection of the very best illustrations 
from recent books plus hundreds and hundreds 
of brand new pieces. Hundreds of animals and 
team mascots, occupations, sports, borders and 
drop-ins. Art forall seasons and of every descrip- 
tion. All top quality Volk Art—the choice of 
professionals for over 30 years. 
Best of all, it's only $89.95 including the binder. 


goo" 


The KING-SIZE Clip Book of 
CHRISTMAS ART 


@eeeeeveeeeeeeeeee8 
—_—_—_—_—__—— 


Not tired, old public domain engravings, but 
fresh, crisp line drawings, rendered expressly 
for us by top-flight illustrators. About half of the 
100 are costly scratchboards—an almost 
extinct art. Every imaginable scene or situation 
of the gaslight era. All are impeccably litho- 
graphed on cast-coated reproduction STOCK— 
40 one-side pages, 5x8 inches. Simply clip, 
paste, shoot and print for great graphics. 


HOLIDAY ART COLLECTION 
OVER 400 ILLUSTRATIONS OF 27 ANNUAL HOLIDAYS 


The newest of our specialty books contains 400 illustra- 
tions, designs and cartoons covering 27 different annual 
holidays: April Fools - Christmas - Columbus Day - 
Easter - Election Day - Father's Day - Flag Day- Ground 
Hogs - Halloween - Hannukkah - Independence Day- 
Labor Day - Lincoln's Birthday - Martin Luther King - 
Memorial Day - Mother's Day - New Year's - Palm 
Sunday ~ Passover - Rosh Hashanna - St. Patrick's 
Day - Secretary's Day - Thanksgiving - Valentine's 
Day- Veterans Day- Yom Kippur-George Washing- 
ton. All of these occasions are depicted ina festive 
and appropriate style to reflect each specific 
holiday. Printed on Kromekote repro stock, fully 
indexed and housed in a sturdy 3-ring binder; 
each 8% x 11 inch page is numbered, titled and 
guaranteed top-quality art. The entire collection 
95 includes about one-half vintage Volk Art and 
s one-half fresh, new illustrations. 
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365 BORDERS 
READY TO CLIP, ges 


PASTE & PRINT 


49.95 AFTER FEBRUARY 15, ’85 


Back again! The third generation of the 
greatest border collection of all time. First 
printing was 36 pages (8x1 1) impeccab- 
ly lithographed on one side of “Kromekote” 
reproduction stock. It sold out. We added 
12 pages of contemporary borders to the 
original 36 in the second printing. Now 
we've added 24 pages of today’s borders to 
bring the forthcoming third printing to 72 
pages! 

Each border is complete, finished and 
ready to use—no mitering to do unless you 
wish to change proportion. All borders are 
hand-drawn or photo composed. No ordin- 
ary metal rules. Ten pages with more than 
50 ornate certificates—use just one and 
you've paid for the entire book. Art deco, 
art nouveau, classic, geometric. Seasonal, 
holiday, thrift. Ovals, circles, squares, rec- 
tangles. Frames, boxes, cartouches, cou- 
pons. Indexes show all borders in miniature. 
Order now and save $10.00! 


CLIP & MAIL YOUR ORDER TODAY! 


VOLK CLIP ART, INC., BOX 72L | 
PLEASANTVILLE, NEW JERSEY 08232 I 


Please rush us the “Clip Books” checked t 
below. Our covering purchase order is en- i 
closed. Charge to our active, established & 
account and invoice us at rates below plus A 
UPS shipping charges. : 
O Ourcheck is enclosed—you absorb all 

shipping charges. (Outside USA: payment in , 
US funds, with order. In N.J., include 6% P 
sales tax.) F 
O BORDERS, 49.95 after Feb. 15..... $39.95 


O FREE SAMPLE BOOK, handling r] 
& POSTAGE... cc ceerceeceneesnesewoene $ 2.00 1 
O 1001 ILLUSTRATIONS & DESIGNS. .. $89.95 1 
O HOLIDAY ART COLLECTION........ $59.95 i 
O KING-SIZE CHRISTMAS, was$29.95$19.95 g 
0 GOOD OLD DAYS, was $16.50...... $10.95 § 
| 

| 


City, State, Zip Code 
ee ee an as me oe 


VICE 1] 
aii fs 
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on your subscription to 


AMERICA’S GRAPHIC DESIGN MAGAZINE 


PRINT is #1 Showcase for the Newest and the Best in 


Visual Communication around the World 


Take advantage now of this Special Introductory Offer. You will receive the all-color PRINT’s Regional Design Annual ’84 + one year 
subscription to PRINT, America’s Graphic Design Magazine! 


ene Prins =<Pring 
0491004101 


PRINT is read by art directors - illustrators - graphic a 
- commercial photographers - electronic graphic designers - advertising and sales promotion managers 


PRINT Subscribers automatically receive PRINT’s Regional Design Annual. 


is is the most comprehensive Graphic Design Annual ever published. It has been called. . . the 
bible of the industry, . . . the nicest, the best and most interesting annual of them all, . . . it opens 
a door to some rarely seen innovative work, . . . it shows how much sophisticated work is being done 
all over the country. It is the only Annual to survey American graphic design strictly from a regional 
standpoint. Published as the July/August issue of PRINT it presents in six separate editorial sections — all 
in full color, with over 1,400 illustrations — the major regions of the country: The Far West - The 
Southwest » The Midwest - The South - The East - New York City. (List price $24.00) 


PRINT, America’s Graphic Design Magazine 


Keeps you current on how ideas and concepts are given visual expression . . . lavishly illustrated and Cet both Regional Design tannas. Order jour 
superbly edited PRINT is easily the most original, candid and readable design magazine. You will find subscription now and we will send you the current 
in PRINT up-to-date coverage of the constantly changing graphic design field. You will see what is taking Regional Design Annual immediately. As part of your 
place in advertising and promotion, corporate identity, illustration and photography, design, television, subscription you will also receive PRINT's Regional 
film, computer-aided design and more. Design Annual '85 published as the July/August issue 


We are celebrating our new look . . . and you can benefit! of PRINT 

Each issue of PRINT is now printed in full color—and to introduce you to these improvements we are offering you this special opportunity to get PRINT at over 
40% savings. Subscribe now to PRINT and you will receive the all-new Regional Design Annual ’84 plus one year of PRINT Magazine including PRINT’s Regional 
Design Annual ?85. This is a total value of $77.50. Subscribe now and save $33.00 


An Exclusive Offer from PRINT Magazine —A Special Discount on 
TYPOGRAPHY 5: The all-new 1984/85 Annual of The Type Directors Club 


The only Annual devoted exclusively to typographic design! TYPOGRAPHY 5 shows the highest achievements in the 
effective use of typography. 202 brand-new and outstanding examples of typographic excellence in advertising, promotion, editorial 
design, corporate graphics, logotype, packaging, trademarks, and many unique pieces. 


TYPOGRAPHY 5’s winning entries well-chosen by an outstanding jury. The winners of the 30th Annual competition sponsored 
by The Type Directors Club were selected from over 3,500 entries by designers, typographers, calligraphers, and graphic artists 
with national and international reputations. 


TYPOGRAPHY 5 is designed to inspire and serve as a specimen of typographic excellence. This is one of the better design 
annuals published. It showcases all winners in large format to clearly show the typographic design. Each piece is identified by 
designer, typographic supplier, agency/studio, client, dimensions and principal type used. 


216 pages, 84 x 11, (21 x 28 cm). 40 color plates. 215 black and white illustrations. Index. List price $27.50. PRINT’S SPECIAL DISCOUNT PRICE $23.95 


SAVINGS CERTIFICATE for Print Magazine and Typography 5 


; Clip and mail today! j 
: Mail to PRINT, 6400 Goldsboro Road, Bethesda, MD 20817 PRINT’S TOTAL er Name H 
(1 YES, please send me PRINT’s REGIONAL DESIGN ANNUAL '84 COVER PRICE : itl (PRETEEN 
I} and enter my subscription to PRINT, America’s Graphic Design Tite ; H 
1 Magazine for one year at the special introductory price of $44.50 YOUR COST $44.50 Company Phone ( —— I 
B (newsstand price $77.50). Maryland residents add 5% sales tax. dd I 
§ Canada and other foreign countries add $8.00 for postage. YOU SAVE $33.00 BOARESS I 
§ (US. currency only) : City State________ Zip jj 
i CO Please send me TYPOGRAPHY 5 at Print’s Special Discount C1 Charge my credit card plus postage and handling l 
H Price. _________ copy(ies) @ $23.95 (list price $27.50) (1 American Express OO Visa MasterCard - 
i C Enclosed is my check for $ ______ (PRINT PAYS chor ano nee che) T Goon mnonet I 
i SHIPPING) Maryland residents add 5% sales tax. Canadian residents i 
1 add 30% for currency exchange. All other countries payable in einanite siti bans j 
U.S. funds only. 8 (ALL CREDIT CARD ORDERS MUST BE SIGNED) 
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At 7:56 a.m.,the streets are And, as promised, he’s got beginning of your busi- 
pretty empty. In fact, the your Goudy Extra Bold ness day.So you can rest 
only sign of life out there is Condensed and Times easy tonight and every 

a lone, approaching figure. Roman text, just the way night. You know that 

Your ATA typeman, right on you ordered it. With the when tomorrow cometh— 
schedule. As always, he’s ATA, you see, your type- cometh rain or shine— 
been undeterred by hail, work always arrives like your AIA typeman will be 
gale or gloom of night. clockwork. Before the there when you need him. 
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Advertising Typographers Association 


5 Penn Plaza, New York, New York 10001. Walter A. Dew, Jr, Executive Secretary 


" The best creative solutions of 
delivered 
to your 
door each 
month! 


12 times a year, Clipper 
Creative Art Service® brings you 
a fresh supply of camera-ready 
art and ideas that will save you 
time, energy, and money— 
while maintaining your high 
standards of professional 
quality. 


Re 80s... 
Se OF 
ax 


sz \ 


aye 


oh j ae 
Clipper® brings a new level of sophistication to 
camera-ready art. It's always contemporary, constantly °°, 


updated and consistently original. ‘ Ha 


2B: 20 


Top-quality art that’s unparalleled. “Average” 
just isn't good enough for Clipper. The art we offer : 
you has to be the very best. So we've scoured the 

Nation to find today's most dynamic artists. These 

top illustrators contribute to Clipper, giving you a 

wide variety of artistic styles to choose from— 
illustrations, graphics, symbols, headings and borders in 
styles from stipple and crosshatch to bold silhouettes 

and airbrush renderings. Clipper art can be modified easily 
to fit your specific needs. Enlarge it, reduce it, crop it, flop it, 
reverse it, add color to it—use it to its fullest potential! 


B 


B 
BR 


Contemporary, original suggestions to give you ideas. 
Clipper is the only art service that provides top-quality 
art, then suggests creative ways you can use it. Eight 
pages of Clipper show you clear examples of how you can 
use the art in each issue. You'll see examples of ads, bro- 
chures, newsletters, logos, letterheads, AV slides, menus, 
billboards, T-shirts, package designs and much more— 
complete with professionally written copy, So you may 
use them just as they are. These idea pages are designed — 
to eliminate creative blocks so productivity can flow! Oi 


Make Clipper your complete creative SYSTEM. W 


ith 
your subscription to Clipper, you'll receive: 


<a an 
SOND 


12 issues of the 24-page (12¥2" x 19") Clipper filled 
with contemporary, professional camera-ready art and 
ideas. 

12 issues of "Clip Bits"”—your indispensable “how-to” 
magazine filled with tips, shortcuts, and informational 
articles for artists, production people, copywriters, and 
creative managers. (20 pages, 8Y2” x 11") 

Unlimited access to our 10-year, 8,000-subject Master 
Art Library and its 64-page Cross Reference Index— 
available exclusively to Clipper subscribers. 

Monthly pictorial indexes to help you locate art quickly 
and easily. 

Sturdy vinyl-clad binders—one to protect your valuable 
Clipper issues and the other for your Clip Bits” 
magazines. 


Send for your FREE Trial Issue of Clipper 
Creative Art Service today! 


Dynamic Graphics, Inc. 84AR-80000 
6000 N. Forest Park Drive 
P.O, Box 1901 

Peoria, IL 61656-1901 


NOTE: Offer applies in North America only. In Note: Coupon must be completely filled out and payment option checked before we can send your Trial Issue. 
Europe, contact Dynamic Graphics, U.K. Ltd.. SE ND N O M O N EY N OW 
17 Rodney Way, Widford Industrial Estate, 
Srrreiete detalle eb eA Ea ead YES! I'd like a FREE Trial Issue of Clipper®. Please enter my order fora ATTENTION (please print or type) 
Dynamic Graphics Inc. (U.S.) one-year, 12-issue subscription to Clipper Creative Art Service® at 
s $29.50 per month, plus $2.15 postage and handling ($3.90 per month Tite 
Cli er postage and handling in Canada, payable in U.S. funds), beginning with the 
pp current issue. After the first 12 issues, continue to ship monthly, subject 
to my written cancellation notice 30 days prior to publication (20th of COMPANY (if applicable) 
FREE of charge | | 
; STREET 

When you complete and mail fintat first send me the Trial issue of Clipper, which | may eae and 

. ’ use. If | decide Clipper is not for me, | may cancel my order within 15 

in the coupon, we'll send you days, keep the FREE ISSUE and owe nothing. airy STATE ZiP 

a FREE trial Issue of Clipper. 
Use its $14,000 worth of | agree to complete the order as follows (please check one): TYPE OF BUSINESS BUSINESS PHONE (area code) 
riginal . dad h C0 | prefer to save 3% of the subscription price by prepaying. Please bill 
4 ied hs and adapt the me now. Net. 10 days. AUTHORIZED BY (Gignature and title) 
application ideas to your own C0 Please bill me monthly as the year's issues are shipped. Terms are 
projects. net 10 days. [ FOR OFFICE USE apes 

Bl MAIL TO: Dynamic Graphics, Inc., 6000 N. Forest Park Drive. P.O. Box 1901, Peoria, IL 61656-1901 
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[3 pounds. 


The beautiful new two-volume set of display 
typeface catalogs from TypeMasters. | 
More than just incredibly 
stunning specimen 
TypeMasters. One of DOOKS, they're designed 
lenst oon ena to be ready fora workout &F 
"pefounders/cesierers whenever YOU are. 
site They're so useful, in 
fact, that five major typographers 
adopted them for their own use. 
Even before we hit the presses, 
928 pages. Four years’ work. 
1600 alphabets. The good stuff. Alll the 
popular ITC designs, plus many other 
licensed and redrawn styles and families. 
Dozens of brand new alphabets peppered 
with sample headline blocks, so you can 
see how effectively they'll work for you. 


Only the strong 
survive. 


get lots of use out of 4 
these books every day, 
we put more into them. 
Seven slant-D rings \ 
hold the pages squarely, 
while their oversized punch 
keeps the pages from snagging J 


and tearing as you're tearing 0 
through them looking for quick f, 
solutions to those nagging rush jobs. 

See how big the headline of this ad 
is? That's how big all the complete show- 


Because you're bound to 7 


Gy, 


J €asy to see, trace 
qand resize into your 
| layouts. The printing 
is absolutely the finest, 
qn crisp, white matte enamel stock. 
» They're a joy to behold. And you can 
be holding them real soon, by returning 
the coupon with your order. 

Send to: TypeMasters/29-31 East 
Lancaster Avenue/Ardmore, PA 19003. 


Alphabetical cross-indexing for quick reference. Room ings are. 
for updating with more exciting sections to come : 
The Letraset" Photo Collection and the exclusive (No midget 
Typsettra, TypeMasters and Face Collections 
type here.) 
U 
So they're 


Full-font showings that are easy to use. 
Alternate characters, such as swash, 
oldstyle figures, etc, are clearly marked. 


ae 


send ___ copy(ies) of the complete two- 
volume set “A Fine Bunch of Characters’ 
@ $200. US. for each set ordered, plus $10 
for shipping. Outside U.S.,.add $20. for 
shipping. PA residents add 6% sales tax. 


Total Amount enclosed: $ 
(Please print) 


Name/Title/Company 


Address (Street, not PO. Box) 


City 


State/Zip/Postal Code/Country 


cut out all 
that cutting 


Maniacal Over Doing Mechanicals? Free 4 
yourself from all that manual labor. Order your fine 
typography from Granite, made up on VISION. 
More Exact Than Exacto, Faster Than 
Freelance. When we do your work on VISION, 
you get camera ready, computer accurate, one- 
piece in-position repros, complete with crop 
marks, ready to go to the printer. 

The Proof Is In Our Portfolio. 

Like ads, brochures, catalogs, manuals, 
monographs. With contours, wraps, 
rules, charts, graphs. Visionary work 
done on VISION. 

You Can Cut Out All That 
Cutting Up. Plus receive a FREE 
VISION tee shirt* for letting us 
prove it to you. Now, that's 
a fitting offer from a 


Up 


Free Red VISION 
Tee Shirt* with “Cut 
out” message boldly 


front. See coupon for 


CO Type enclosed to do on VISIONT. 
Send shirt, size 


emblazoned across the 


details. Sizes available: 
Medium, Large, X-Large. 


fine typographer. 


Bring shirt, size 


Cc Call so I can see VISION samples. 
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O Call so I can come for a VISION 
demo and get shirt, size 


‘cis out np en 0 


Send 


Please check your 


copies of Designer’s Dictionary 2 at $28.00 each. 


Name, Title 


= 
method of payment: NAME Company 
Payment enclosed COMPANY it Nall GRAPHICS 
Send COD. US only apopess NG VY RDOGFOE TY ae 


VISA 
MasterCard 


ST Publications 
407 Gilbert Avenue 
Cincinnati, OH 45202 


Charge customers: list all digits from card. 
MasterCard: also list four digits above name 


Lait 


required using charge card 


Expiration Date 
Signature 


19 Franklin Place 
Rutherford, N.J, O707O 
2O1-438-7398 * 212-772-0364 


* Offer good only in NYC metro area of 
N.Y., NJ., Conn. Limited quantities. 
tSubject to G.G. job acceptance. 


City, State, Zip 


This ad was typeset, then made up, in one piece, on VISION. 


AQUA DYE WATERCOLOR DYES 


alr letel homogenized for optimum 
p roducts ke sh Comp canslstency, with Dee pokes ms 
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Ora lot rior clog technical pens oF lesan 
ivid colors are odorless an 

end fo or reasons Be aie distilled water to predic 

ra SaMple graduated tones. Bottles 3 te inate 
convenient dropper Ce 

uaker FILM mess and are sold individually in a 1 02. 
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art or the n.Plevents damagi 
POssibilit aging the : on, enclose $1.00 
finished Any film a Of inadvertent) : Just fill out he fyandling and mail in 
ate i a tor Four sample of Chartpak ie 
tic lor e. 
esive ice neslve Properties: Th - Film and Aqua Dye Waterco y 
Passes all photo @S!due on artwork 
silhoue Photo emersj Work, 
as Pee Rg Photo retouchin ae for Name ae 
a es Orgiving properties also 
€ Vinvi- a 
re for easy aps lexible durable Company 
HE Surf On and rem Address SS 
g Utensils Pts pencil ang aes Oe 
Prevents pose tooth Pe $ 
for liquid I state ip 
1 
Si D Mailto: k. P.O. Box 286, Leeds, MA 01083. 
BY," =e Quantity | Nie alec doive®. Offer expires June 1, 1985. 
ithe 11” 10 Sheets 1 
Ld ee 
2X3 ¥s. Svar | chartpak 
yes. 5 yd. roll fl serail 
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VYCO'S TOPS 


Fine typography /s the 
‘comes from 


to 
message to be conveyed. No rule Js usetul If /t inhiblés or 


restricts the ultimate purpose 
4s the result of 


phens in using punctuation marks, 
5 PLY MEANS IT’S SELF-HEALING, PLIABLE, SUPER SMOOTH. In fact digatedahanee 


VYCO vinyl drawing board Write or call for FREE sample 
covers. . . they're tops in and literature TODAY. 
quality and durability. 5 ply 
strength makes the difference. a Sila ta la 
Surface bounces back from Windsor, CT 06095 
tack and instrument damage. (203) 243-8991 : 
VYCcO. a there’s no better Divisions in Dallas, TX 
protection. From Alvin. . . and Sacramento, CA. For drafting, 
the name that tops the engineering & graphic arts 
competition. supplies. 


ALVIN 
WE DRAW PERFECTION. 


Step up to 
Inteligent typography. 


Artograph 


1000J: 
The Graphic 
Design Tool 


for Visual | eccrentt 
Communication | [ weegran } 
Professionals 


Instantly visualize your 

layout, in full color, before 
spending time and money 

on type and stats with 

Artograph's professional art projec- 
tor, the 1000J. Featuring the widest 
scale range in vertical projectors, 
the 1000J accurately projects all 
forms of artwork from opaque copy, 
slides and transparencies* to 3-D 
objects with ease. 


The first step to successful 
graphics is expert specification. 
The 24 type sizes and special 
angling shown above were ac- 
complished in one pass through 
our digitized equipment. It didn’t 
Just happen. Call us for profes- 
sional counse/—we're problem 
Solvers. 


¢Front-loading to accept oversize copy. 
®Pinpoint sharp images in full color. 
®Speeds up design time. 

*A variety of accessories are available to extend 


the performance and capabilities of the 1000J. The 
bellows accessory is shown here 


Sse cee ce ee eee 


Artograph, Inc. 
Dept. UJ-285, 2626 N. Second Street 
Minneapolis, MN 55411 612/521-2233 


ariecoreyalv 


(J Please send brochure with complete specifications and price. 


(212) 687-8840 & TYPOGRAPHY 
216 E45 ST NEW YORK NY 1GD17 


Name. Phone( ) 


Title/Position 


Company 
Address 
City. State Zip. 


Myart supplier dealer is, Location. 
UL-J Artograph, Inc., 2626 N. Second St., Minneapolis, MN 55414 
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NEW TOOLS AND PRODUCTS FOR 
LAYOUT, DESIGN AND DRAWING 


NEW GRAPHIC PRODUCTS 
CORPORATION CATALOG 
SUPPLEMENT FEATURES 
TOOLS AND PRODUCTS 
WHICH WILL TURN YOUR 
CREATIVE DESIGN IDEAS 
INTO FINISHED ARTWORK. 


Aa 


© STATI@NERY BOARD 


Bessie : 


@ 


CATALOG SUPPLEMENT. No. 7A 


32 NEW BORDER BOARDS have been 
added to the popular line of preprinted 
borders with 81 x 11 inch non-repro blue 
paste-up grid. Ideal for quick creative 
solutions to many design projects. 


PICK UP YOUR FREE COPY 
AT YOUR LOCAL ART DEALER 
OR MAIL IN COUPON TODAY. 


Gf oe 4, 
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STATIONERY BOARD is a complete art- PUT-LINES 
work production board and guide for 
business stationery. Non-repro blue grids 
provided for letterhead, envelope, ship- 
ping label and business cards. 


is a new drawing tool with 
precision-engineered rollers for the ac- 
curate drawing of parallel lines, center 
lines, and angles. Inch, metric and 
engineering scales available. 


BOARDMATE is a precision, plastic 
template for quick and consistent ruling 
of crop marks and keylines for production 
art for any page or spread size. 


layout pads with miniature spreads for 
quick visualization of brochures and 
catalogs. Two sizes available: 82 x 11 


LAYOUT PLANNERS are innovative new 
and 11 x 17 inches. 


otton our NEW FORMALINE Tapes added to the 
Papers have a richly textured surface for existing tape line include new point size 
creating unique visual presentations and corners, matte printed border tapes and 
illustration. Paper size is 20 x 26 inches. pattern tapes. Useful for keylining artwork 
16 colors available. and visual presentations. 


Mail to: GRAPHIC PRODUCTS CORPORATION, 3601 Edison PI., Rolling Meadows, IL 60008 
COHSSHOHHSHSSHHSHSHSHSHSHSHHHHHSHSHHHHHSHHOHHSHSHHHHHHSHHEHEEE 
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4 PLEASE RUSH MY FREE COPY OF UBic 2/85 
e NEW CATALOG SUPPLEMENT NO. 7A 

e 

4 Company. 

e 

; Attention 

e 

© Street 

e 

e 

e City. State Zip 

e 

® 
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NOTA SUBSTITUTE FOR THE FINAL COPY WHICH WILL BE 
INSERTED ATA LATER DATE, BUT THE ACTUAL COPY WHICH 
HAS BEEN WRITTEN SPECIFICALLY FOR THIS AD. THIS AD 
WAS SET BY PHOTO-LETTERING, INC. THAT’S RIGHT, WE SET 
TYPE! IN FACT, MANY PEOPLE DON’T REALIZE THAT PHOTO- 
LETTERING, INC. HAS BEEN SETTING TEXT SINCE THE LATE 
60’S. OVER THE LAST FOURTEEN YEARS WE HAVE UPGRADED 
AND GREATLY EXPANDED OUR TEXT SETTING FACILITIES AND 
CAPABILITIES. NOW, WITH AN EVER-GROWING LIBRARY OF 
OVER 700 TEXT FACES INCLUDING EVERY ITC TEXT FACE, WE 
ARE SETTING COMPLETE ADS. (WE HAVE BEEN FOR YEARS!) 
WE ALSO DO COMPLETE MECHANICALS OF ADS-HEADLINES, 
TEXT SETTING, eee CLIENT'S ART, ETC. 
WE'VE REALIZED [i @yy THAT FOR MANY 
Oey Die 8EEN KNOWN FOR 
: o) PHOTO-EFFECTS, 
AND EVEN OUR SPECTRAKROME “ONE-OF-A-KIND” COLOR 
PREVIEW PRINT PROCESS; AND WE ARE PROUD OF THAT 
REPUTATION. SOME OF OUR SPECIAL PHOTO-EFFECTS ARE 
UNPARALLELED ANYWHERE IN THE WORLD. BUT EQUALLY 
IMPORTANT TO US IS THE FAST GROWING KNOWLEDGE THAT 
PHOTO-LETTERING, INC. IS A COMPETITIVE “TYPOGRAPHER” 
WITH COMPETITIVE TEXT SETTING FOR ALL OF YOUR TEXT 
COMPOSITION NEEDS. THIS IS NOT DUMMY COPY. IT IS MEANT 
TO BE READ. IT IS NOT A SUBSTITUTE FOR THE FINAL COPY 
WHICH WILL BE INSERTED AT A LATER DATE, BUT THE ACTUAL 
COPY WHICH HAS BEEN WRITTEN SPECIFICALLY FOR THIS AD. 
THIS AD WAS TYPESET BY PHOTO-LETTERING, INC., YOUR ONE 
STOP. FULL SERVICE TYPOGRAPHER. 216 EAST 45TH STREET, 
NEW YORK CITY, NEW YORK 10017, TELEPHONE 212-490-2345. 


Tier IS NOT DUMMY COPY. IT IS MEANT TO BE READ. IT IS 


Try the 
world’s best 
selling wax 
coater... 


' 
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" roller is made of a special alloy which applies 

an even smooth micro-thin wax coating over 
the entire surface at a precise temperature. 
Every little dot and comma gets a full strength 
coating for ultra-tight adhesion. 


DAIGE means quality! 

Made in the USA, Daige has 20 years of experi- 
ence providing top-notch quality, heavy duty 
performance and maintenance free operation. 
Our rigid quality control procedure assures you 
a lifetime of trouble-free service. That's why 
we're the only wax coater that can offer a full 2- 
year parts and labor warranty. 

For more information call Toll-free 
800-645-3323, (516) 621-2100 (in NY) or 
mail coupon today. 


DAIGE is fully automatic. ice ieen br v2 | 
Just turn your Daige on and you're ready for 

consistently foolproof waxing. Unlike other | Deer FOCRels: Inc. 

waxers, there are no dials to turn, blinking lights ' Roslyn Heights NY 11577 

or adjustments to make! The Daige Speedcote | y gnts, 


...and join over 150,000 
satisfied Daige customers 
who cut paste-up time 
and cost by 50%. 


Don't let paste-ups cost you more or take 
longer than they should. Rubber cement is time 
consuming. Hand waxers are slow and leave a 
messy, lumpy wax coating. Today, more than 
ever before, you need a Daige! World wide, 
more artists find it's the fastest, easiest way to 
paste-up. 


features: 

+ automatic warm-up | Name 

+ automatic wax coating control Ic 

+ automatic stock thickness control ompany 
* automatic temperature control I Address 
DAIGE Guarantees smooth even City 


coating 
No stripes, hills or bumps! The Daige coating Be 2a a ee ae 


Neenah ad director called and wants you 

to write one about ARTONE® Cover and Text. 
Mention all 12 colors, the white, the deckled 
edge, the town of Neenah, national 
distribution, and something 

about Classic® papers. 

Oh, and keep it short. 


BASTIANSEN™ 


Defies Wa 
6, =?» 


Neenah Paper artone® from Neenah. 


©1984 K.C.C. What more can we say? 


* Registered Trademark 


of Kimberly-Clark Corporation 3 Kimberly-Clark Neenah Paper Division 
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WEEKEND WORKSHOPS 


MARCH & APRIL 
NEW YORK, HAWTHORNE, CHICAGO 


SPRING WEEKEND IN NY 


SEMINARS/TUTORIALS/EXHIBITS 
MAY 18 & 19 
GRAND HYATT NEW YORK 


For more information: Pratt Center - Dept U 
9 Skyline Drive 
Hawthorne, NY 10532 
914-592-1155 


I PRATT CENTER FOR COMPUTER GRAPHICS IN DESIGN il 


®> 
pi F J 


It fits your body and expresses your type. 


(103) 
Blue on White. 


(106) 
Green on White. 


Bodytype T-shirts are 
top-quality 50% cotton 
50% polyester. Great 
as a gift or for yourself. 
Available in sizes: S, M., 
L, XL. $10.00 each. 


(105) 


designer 


design: 


(104) 


a *@RTHOUSE 


Bere (102) ae : 


— SS as 
Red on White. Black on White. -D.R. STATION 


“NEW YORK, NY, 10150 


PLEASE SEND ORDERS TO ABOVE ADDRESS 
PLEASE SEND ME: 


| | 
I | 
| (@) Sizes: | 
I ( ) Sizes: | 
Amt. Enclosed $____ 
C | Charge my: O Visa | 
| Name. | 
! | 
| 

| 
| | 
| | 
| | 
| | 
| | 
| 


0 Mastercard 


Acct. Number. 


Exp. Date. 


Signature. 
Ship to: 


Name. 


70 ORDER,: Please include a postage-handling fee of $2.50 per order 
and N. Y. Tax (if any). Include your names and addresses for UPS. shipping. 
For fast delivery use MasterCard, Visa, or money order.NO C. O. D. 


FOR ARTHOUSE SPECIALS WRITE TO: P.O.BOX 1413, BROOKLYN, NEW YORK 11202. 


Address. 
City. 
State. Zip. 

© 1984 Arthouse Co. KX 


with P&P 
a Color Proofing System 
from Europe 


0... the last few years, transfer 


manufactured in Switzerland — and, As a typesetter, printer or art- 
techniques have brought about a of course, the intrinsic simplicity and work studio, ~ can make a lot 
silent but farreaching revolution in reliability of the system itself. more money by providing a color 
The simplest way of making mon i 


the work of designers and typo 
graphers, comparable with the 
impact of felt-tip pens and photo- 
setting twenty years ago. 

Like all fecratie the color 
proof systems available today 
exhibit a wide range of variation, 


proofing service to other designers, 
advertising agencies or publishers, 

Finally, you can really make 
money by becoming a national dis- 
tributor for our system. 


with our system is to use it yourself. 
The equipment costs little more than 
a photocopier and there are no royal- 
ties to pay. The technique is easy to 
learn, and your roughs — packaging, 


advertisements, complete Ls ey If you're interested in one 
i e the 


both in the details of their appli- for presentations — can look (or more) of these, just fill in the 
cation and in the quality of the printed versions, right from the start, ser pe below and send it to us — 
results. eliminating the need to subcontract. we'll get in touch right away. 


We put years of steady work 
into th a color proofing 
system that enables designers and 
ypogsenhers to take black and 
white originals and rapidly produce 
colored version in the exact shades 


Mail coupon to: | 
Grobena AG, Schaffhauserstr. 491, CH-8052 Zuerich, Schweiz | 
| (1 would like information about your system: please send me literature, samples and price list. 
Current position: 
Current color proofing system (if any): | 


Aico by creator or client. The 
colors can be transparent, opaque, 
fluorescent or metallic - with effects 


(1 am interested in using your color proofing system to provide a service to designers, advertising 
agencies and publishers: please send me further information. 


extending to mirror-finish gold and a 
silver, airbrush color transitions Current position: 
The European success of this sys- 


tem is due to the outstanding color Please contact me at the following address: 
ality, with hitherto unattainable 


epth, the quality of the equipment 


| 
| 
| 
and relief effects. H CL am interested in becoming the distributor for your system in the following region: 
| 
| 
| 


itself — with its attractive, profes- 
sional design was developed and 


oe \‘m 
Arnold 
& Debel. 


| also have a lot 


I've got lots of 


faces. Lots of of faces...and 
service. Every- I'll have your 
thing you need... type on your 
heh, heh. But desk tomorrow 


you'll pay scale anes morning. But 


through the you won't 

nose or my name’ end up paying 

ain’t BS Type!” $200 for $120 
worth of type.” 


It’s tough to make a buck...and the Big Shot type houses make it even 
tougher. They give you service...but they also give you a devil of a time 
with their prices. Bills that look like the national debt...and AA costs that 
can drive you bananas! So if you're serious about making money, you 
ought to try us Angels. 

We have 1000 faces on computer...and 3000 on typositor. Plus complete 
mechanical and custom rubdown transfer departments. And we work 
like ‘demons’ round the clock—to give you early morning delivery. Every 
morning! Best of all, our prices for advertising quality type are absolutely 
heavenly —a whole lot less than those devils charge. So if your Big Shot type 
house has you between heaven and hell... .call lvan Debel at (212) 889-3711 
or (800) 232-3312. We promise you a divine experience! 


ARNOLD & DEBEL INC. 
TYPOGRAPHERS 
270 MADISON AVENUE 
NEW YORK, NY. 10016 
(212) 889-3711 


© 1985 Ivan Debel 


Strobelettering 


Create: 


photolettering, display headlines, layouts, signage, film positives, 
sublimation originals, logos, mascots, designer graphics...and more. 
Choose: from 3 distinct models—starting at $660.00...from over 3200 alpha- 
bets and graphics, including licensed designs from ITC and Letraset. 
Discover: why strobe photolettering is faster, easier, and more cost effective than 
your present method of operation. 


“uses any of your 
existing 2” film fonts” 


Compose display 
type and layouts, 
completely in position, 
on a large 91/2” x 191/2” 

layout table. core, 


» 


Linographics 
770 N. Main, Orange, CA 92668 
\. in CA (714) 639-0511 ¢ Toll Free U.S.A. (800) 854-0273 * Canada (416) 366-8868 


E 


MAKE TYPE 
IFICA; 


The RapidType Computer 
is hardware-based 

on the Sharp PC1250A 
Pocket Computer. 


And increase accuracy as well. The RapidType Computer is nota modified calculator, but 
a genuine computer that prompts you through each step of the type specification process. 

The RapidType Computer comes in two models to suit your particular needs. Model TS2 
computes type depth, character count and type size, and includes an electronic proportion 
scale as well. Model TS2A3 does everything the TS2 does, and also adds a measurement 
converter. Both models come complete with type gauge, instruction manual and limited 
warranty. 

Why not order a RapidType Computer today? 


Send to: THE WORKS/Computer Division, P.O. Box 1023, Aurora, IL 60507 Y 


CI Yes, I'm ready to start avoiding the drudgery of specing type. 
Please send me __ RapidType Model TS2 @ $120.00 each 
_ RapidType Model TS2A3 @ $160.00 each 


Illinois residents please add 64% tax. 


COMPUTER DIVISION 


| am enclosing a check or money order for $ —______ US. 


Name _ 


Company —_— 


Address 


0 ——_ a 
C) Please send additional information. 


Dick Blick’s new catalog 
brings art & design together 


Before now, we had a 
catalog for fine artists and 
another catalog for graphic 
designers. 

This year there is just one 
Dick Blick catalog, a com- 
pletely revised, large-format, 
448-page book, one-third in 
4-color. It features the finest 
oil paints and the newest in 
technical pens, tools for 
ceramics and weaving, as well 
as sign paints and airbrushes. 

This catalog just may be 
the best you'll see all year for 
the art materials you need for 
your job — and your hobbies. 
It’s worth more than $2.00, but 
that’s all we’re asking. 


Dick Blick «2 g 
Dept. UL, Box 1267 Ps 
Galesburg, IL 61401 & 


“Blick Ships Quick” 
from 4 locations 
nationwide! 
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Now You can order these 
ITC Type Specimen Booklets 


Name Nom 


To obtain these handsomely designed, colorful ITC type specimen book- 


Company Firme Firma lets, just complete this order form and mail it to us. All orders must be 
accompanied by a remittance. Please make checks payable, in U.S. funds, 
Title Fonction Beruf to ITC at: 2 Hammarskjold Plaza, New York, NY. 10017,USA 


Street Address Rue et n° Strasse Shy 
En vente Ces brochures-spécimens 
City Ville Postleitzahl und Orf ITC sont livrables de stock 


Pour obtenir ces jolies brochures-spécimens ITC, il suffit de remplir ce bon 
de commande et de nous le retourner. Toute commande doit étre accom- 


pagnée d'un avis de paiement acquitté. Priere de payer en $ americains 
au nom de ITC: 2 Hammarskjold Plaza, New York, NY. 10017,USA 


Country Pays Land Code Postal Zip Code 


Quantity Unit Price Total 

Quantité Prix unitaire Total mn . > 

Anzahl Einzelpreis Gesamtpreis Nunmehr kénnen Sie diese 

ITC-Schriftmusterhefte bestellen 

ITC BOOKLETS: 

Se sisi eee a Wenn Sie diese attraktiv entworfenen, farbvollen ITC-Schriftmusterhefte 

Bee pada anid eto one ee = erhalten méchten, filllen Sie bitte den Bestellschein aus. Alle Bestellungen 

= NO Barcelona rh sniAveevanneomimanticsianncccd LOO) «= mussen vorbezahlt werden. Senden Sie Ihre Zahlanweisung (in U.S.- 

alte rae Ln RRR OMAN KRG ae ——= Wahrung und zahlbar an ITC) zusammen mit dem Bestellschein an: 

= ENA a rortace stasis acigessaans tae rn remesary ds ——— : 

——ITC Benguiat® Condensed 0.0.0.0... F a 2 Hammarskjold Plaza, New York, Nv. 10017, USA 

== ITC Benguiat Gothie® 2.6 ssscasicassunsatscsctranecruns A000 

—__ITC Berkeley Oldstyle® ................ Sakari 1.00 

SS NIGIBBOK MANOR. arias hehe aie a ceacancnrend 1.00 

ITO CASIO INO QOAY fcc ewrcracanciessiinicic, Li00 

——ITC Century® with Condensed ..........0.cccccccccc. 1.00 

——ITC Cheltenham® with Condensed.................... 1.00 

——ailTE Clearer i iicceesssssensseesiaciscransaress 1.00 

ITC Cushing” . 1.00 

_— ITC Eras®......; 1.00 

—_ITC Fenice® ..... 1.00 

——ITC Franklin Gothic® .......... 1.00 

——Friz Quadrata ........ 1.00 

—— IT Gea REM 55 ics scaisass cesyscgapctoenss 1.00 

___ITC Garamond® with Condensed ..... 1.00 

__ITC Isbell® .... 1.00 

a UG ENS Zit toca act scra nek ok ececctrescstcss 1.00 

——ITC Korinna® with Kursiv.... ns 

—— NFS LEQWOGE a cccastuseniaseent i 

——ITC Lubalin Graph® with Oblique ‘ ~t WOO 

ITC MOderntiNO. 216 ics iccscsiescsssesscsssrsviencinonnine:, £00 

___ITC New Baskerville™ . Ha Bap BOO) 

——ITC Newtext® ....... ses POO. 

___ITC Novarese® . 1.00 

a NOUS PUI Sr cas aaicaisctis acatrenma sae iaath klcheseht 1.00 

——ITC Serif Gothic® . 1.00 

——ITC Souvenir? ....... . 1.00 

SC Symbole cance 1.00 

——ITC Tiffany with Italic . wei 00 

——ITC Usherwood” ..... etoninn BOD 

ITC VEMOVIEM csc seseersisercoeetssciasae.iaaacahiahnenone 1.00 

——ITC Weidemann” .... . 1.00 

——ITC Zapf Book®......... 1.00 

——ITC Zapf Chancery® 1.00 

——ITC Zapf Dingbats? ..... fate OO' 

——ITC Zapf Intermational® ....0......ccccsccssssescssssssecsssconssee 1.00 


U&ic BACK COPIES: Foreign U.S. Price 
——U&lc, Vol.3,No.4....... $2.50 $1.50 
——U&lc,Vol.4,No.4... 4.00 1.50 
——U&lc, Vol.5,No. 4 ... 2.50 1.50 
——U&lc,Vol.6,No. 1... 2.50 1.50 
——U&lc, Vol.6,No.3... sos 200) 1.50 
——.U&lc, Vol.6,No.4... niinepuocn aoe 1.50 
UEC; VON FING, 2 5 osciassuazesvcesssteastvacqa 5.00 2.50 
——U&lc, Vol. 7,No.3.. Renae BOO 1.50 
——U&lc,Vol.8,No.3... itis 2250 1.50 
——U&lc, Vol.8,No.4 sinricwsis: Re 1.50 
a WENO VOI ONO TS cies seisscecistignistessiarite 2.50 1.50 
——U&lc,Vol.9,No.2 2.50 1.50 
—__U&Ic, Vol.9,No.4 2.50 1.50 
——U&lc, Vol. 10,No. 1. 2.50 1.50 
—__U&lc, Vol. 10, No.2... esi OO! 1.50 
——U&lc, Vol.10,No.3......... « 250 1.50 
—__U&lc, Vol. 10,No.4 RTT er CE ALS. 0 1.50 
——_U&le, Vol. 11, No. Loo... 2.50 1.50 
Sa IUGHOR VOL SE ING: Bi a sceescictttea deity ASE 1.50 
___U&lc, Vol. 11,No.3 ater LOO 1.50 
——=UBle, Vol 11, NOB sccscccccsssscsssssesssssiens 2.50 1.50 


Total Orderin U.S. funds $ 
Add postage, 10¢ per booklet $ 
NY. Residents add state sales tax $ 
Remittance in U.S. funds enclosed $ as 
SS 
Montant de la commande $ 
Ajoutez $.10 Americains De Timbres Par Livret $ 
Paiement ci-joint (en $ américains), total$ Ss 
NSE 
Gesamtprels (in U.S-Wahrung) $ 
Zuzuglich Porto,10¢ proHeft$ ss —_ : 
Belgefigte Zahlanweisung (in U.S.-Wahrung) $ a’ Notice to typographers: for purchase of 100 or more ITC specimen booklets, contact Richard Conway for special typographer's price. 
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Free subscriptions to U&Ic are shipped 
by surface mail. If you wish to receive 
copies by airmail, please forward the 
following appropriate amount fo cover 
airmail costs for one year in US funds, 
‘complete this form and mail to: 

U&lic Subscription Dept. 

International Typeface Corporation 

2 Dag Hammarskjold Plaza 

‘New York, NY 10017,U.S.A. 


Ol wantto receive U&ic 


Note: U&lc is published quarterly. Please allow 
four months before anticipating first copy. 


Please Print 


SURNAME 


BUSINESS 


SIGNATURE 


DATE 


My organization and/or |-am involved in the visual communica- 
tions field____yes ____no. 


lam a student __yes ____no. 


BUSINESS CLASSIFICATION: 
(Check One Only) 


(a) Printing (Commercial, Instant, etc.). 

(b) Typesetting (Commercial). 

(c) _____ Advertising Agency, Art Studio, Design, Freelance. 
(d) _____Newspaper, Magazine, Book Publishing. 


(e) In-plant or corporate typesetting and other 
reproduction services. 

(f) __-__ Education and/orLibraries. 

(g) Government. 

(h) Corporation Advertising, Design, Promotion. 

(i) _-_Communication and information processing. 

i. ——_——_O mer 

MY PRIMARY JOB FUNCTION IS: 

(Check One Only) 

(k) ____ Arist, Illustrator. 

(I) ______Grraphic Artist, Art Director, Creative Director. 

(m) Display and Package Design. 

(n) Pasteup Arist, ypographer, Keyboarder. 

(o) Type Director, Type Buyer 


(p) _________ Advertising Manager. Sales Promotion Manager 


(q) Production Manager, Office Manager. 
(1) ________ Printing Buyer, Purchasing Agent. 

(s) _________ Editor, Writer. 

(1) ______ Teacher Instructor. 

(u) _________Auiio Visual. 

(v) ________ Principal Officer. 

(w) Secretary, Typist. etc. 

(x) —_________O ther. 


(6) _______-250 and over 
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Tous les abonnements a U&ic sont 
expedies gratuitement par courrier 
ordinaire. Si vous souhaitez recevoir le 
votre par avion, veuillez consulter le tarif, 
reinplir le formulaire et addresser le 
montant correspondant aux frais de port 
annuels a l’adresse suivante: 

U&lic Subscription Dept. 

International Tlypeface.Corporation 

2 Dag Hammarskjold Plaza 

New York, NY 10017,U.S.A. 


DO J‘aimerais recevoir U&lc. 


N.B.: U&Ic est une publication trimestrielle. 
Considérez 4 mois avant de recevoir le premier 
numéro. 


Imprimez S’il vous Platt 


NOM 


FONCTION 


FIRME 


DELIVREZ A TRAVAIL. _RESIDENCE PRIVEE 


CODE POSTAL 


SIGNATURE 


DATE 
Mon organization et/ou je fais partit de communications visuelles 
oul ——2non, 


Je suis étudiant ____oui _____non. 


CLASSIFICATION PAR PROFESSIONS 

(Ne cocher qu‘une seule fonction) 

(a) Impression (Commerciale, Instantanée, etc.). 

(b) Composition (Commerciale). 

(c) ____ Agence de publicité, Studio d’art, Conception, 
indépendant. 

(d) _____ Journal, Revue, Edition de livres. 


(e) Composition faite sur place ou par une societé 
et autres services de reproduction. 

(f) _____ Enseignement et/ou bibliothéques. 

(g) - Governement. 


(h) Publicité de societé, Conception, Promotion. 
(i) Traitement de communications et d’informations. 
()) ——_—_——_Aates: 


MON ACTIVITE PRINCIPALE EST: 
(Ne cocher qu’‘une seule fonction) 
(k) : Astiste, illustrateur. 


(I) _______ Artiste graphique, Directeur artistique, Directeur 
de création. 
(m) Conception de ‘exposition et de 'empaquetage. 


(n) Metteur en pages, Typographe, Claviste. 

(o) Directeur de composition, Acquéreur de 
caractéres d’imprimerie. 

(p) Directeur de publicité, Directeur de la promotion 
des ventes. 

(q) Directeur de production, Directeur de bureau. 


(r) _____ Acquéreur de produits d'imprimerie, Agent 


préposé 4 l'achal. 
(s) ________Rédacteur, Auteur. 
(t) ________Professeur, Instructeur. 


(u) ___Audiio-visuel. 

(v) _____ Agent principal. 

(w) _____ Secrétaire, Dactylographe. etc. 
(x) _________ Au res. 
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Ihre kostenlose Ausgabe von U&lc wird 
mit normaler Post versandt. Falls Sie Zu- 
stellung per Luftpost wiinschen, senden 
Sie bitte den entsprechenden Betrag zur 
Deckung der Luftversandkosten fiir ein 
Jahr, fiillen Sie bitte diesen Coupon aus 
und.senden ihn an: 

U&lIc Subscription Dept. 

International Typeface Corporation 

2 Dag Hammarskjold Plaza 

New York, NY 10017,U.S.A. 


EUMODO: icc a $20.00 FernerOsten...$24.00 
Sudamerika....20.00 Kanada......... 8.00 
naar utih ties fee 24.00 Mexiko......... 40.06 


Ich méchte U&lc beziehen. 


ANMERKUNG: U&lc wird viertel jahrlich verdffent- 
licht. Bitte erlauben Sie 4 Monate, ehe Sie die 
erste Nummer erhalten. 


Bitte In Druckschrift schreiben 


ZUNAME 


FIRMA 


LIEFERUNG AN. 


STRASSE 


POSTLEITZAHL UND ORT 


LAND 


UNTERSCHRIFT 


DATUM 


Meine Firma und/oder ich sind auf dem Gebiet der visuellen 
Kommunikation tétig —__ja ___nein. 


Ich bin Student ___ja ___nein. 


FIRMENKLASSIFIZIERUNG 

(Bitte eine ankreuzen) 

(a) Druckerei (Akzidenzdruck, Schnelidruck. usw.). 

(b) Schriftsetzerei (Werk- oder Layoutsatz). 

(c) Werbeagentur, Grafikdesignatelier, 
Freischaffender. 

(d) ____Zeitungs-, Zeitschriften- oder Buchverlag. 

(e) Firmeneigene Schriftsetzerei, Reproduktion oder 


Druckerei. 

(f}) ____ Bildungsanstalt oder Bibliothek. 

(g) Behérde. 

(h) Werbe-, Verkaufsforderungs- oder Designab- 
feilung von Industrie- oder Handelsfirma. 

(i) ___ Kommunikation und Datenverarbeitung. 

(j) —___—___Sonstiges: 

MEINE HAUPTBERUFSTATIGKENT: 

(Bitte eine ankreuzen) 

(k) Kunstler, Illustrator. 

()) ____Grafiker, Art-Direktor, Kreativ-Direktor 

(m) Entwurf von Verpackungen oder Ausiagen. 

(n) Reinzeichner Schriftsetzer. 

(o) Typograf, Type-Direktor, EinkGufer von Schriftsatz. 

(p) Werbe- oder Verkaufsférderungsleiter. 

(aq) Produktionsieiter, Burovorsteher. 

(f) _______ Drucksacheneinkdufer. 

(s) ______Redakteur, Texter. 

(t) ____Lehrer, Ausbilder. 


(u) _____Auio--visuell. 

(v) Firmeneigentiimer, leitender Angesteliter. 
(w) Sekretérin, Stenotypistin, usw. 

(x) __________ Sonstiges. 


ZAHL DER BESCHAFTIGTEN MEINER 
FIRMA ODER BEHORDE: 

(4) 4-9 

(2) 40-49 

(3) 20-49 

(4) 50-99 

(5) 400-249 

(6) Uber 250 
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ITC Center Calendar of Events The seventh annual design competi- 
tion sponsored by the STA in Chicago 
Aa a includes 100 examples of graphic 
The ITC Center was established to design, package design, book 
introduce new and exciting typo/ design, illustration and photography, 
graphic arts experiences It isa selected from more than 1,800 
growing resource for students and entries submitted from throughout the 
professionals. United States, Canada, Europe and 

the Far East. 
February ea 

April 10-May 24 

_ Typographic Treasures: 
The Calligraphy and Type Design 

of Friedrich Poppl 
75 pieces are included in this retro- 
spective exhibition of the work of 
German calligrapher, type designer 
* and teacher, Friedrich Poppl. Prior to 
his death in 1982, Friedrich Poppl de- 
signed more than 40 text and display 
typefaces for the German foundry, 
' H. Berthold AG, the organizers of this 


exhibition. Mr. Poppl was also a 
CONTROLLED CIRCULATION POSTAGE PAID AT FARMINGDALE, N.Y. 11735 AND NEW YORK, N.Y. 10017 USTS PUBL 073430 


teacher at the Wiesbaden College 
of Applied Art for 25 years. “Typo- 
graphic Treasures; The Calligraphy 
and Type Design of Friedrich Popp!” 
was originally exhibited in 1983 at 
H. Berthold AG in West Berlin, 


Hours: 12 noon-5;00 p.m. 
Open Monday-Friday (Closed 
February 18) 

Admission: Free 


ITC Center 

2 Hammarskjold Plaza 

(866 Second Avenue, between 
46th and 47th Streets) 3rd Floor 
New York, NY 10017 

For more information and group 
reservations call (212) 371-0699 


-March 


0 


MOVING? CHANGE OF ADDRESS: 


Send this address label 
(or a copy including the account number) 
with your corrections to: 


U&lc Subscription Dept. 
2 Hammarskjold Plaza 
New York, NY 10017 


Allow 8 weeks for any changes. For new subscriptions, 
use subscription application included in this issue. 


